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FOREWORD 


College  administrators  in  the  field  of  music  fre- 
quently are  depressed  by  the  vast  number  of  applicants 
for  admission  who  possess  only  a  meager  knowledge  of 
music  fundamentals.   Despite  considerable  skill  on  a 
major  instrument,  the  simplest  elements  of  notation  often 
are  unknown.   Drill,  of  course,  is  imperative  before 
a  beginning  class  in  Theory  can  hope  to  get  under  way. 

Dr.  H.  Owen  Reed  has  devoted  much  thought  and  work 
to  the  problem,  and  this  Workbook  is  the  result.   It 
furnishes  an  effective  system  of  review  for  students 
who  need  it,  and  a  simple  method  of  instruction  for  those 
who  lack  a  knowledge  of  fundamentals. 

It  is  not  enough,  however,  that  this  drill  be  given 
at  the  College  level.   A  systematic  study  of  the  fun- 
damentals of  music  must  be  made  much  earlier  if  the  stu- 
dent is  to  function  as  anything  more  than  a  technician 
during  his  formative  years.   The  private  teacher  must 
devote  more  attention  to  notation  and  ear  training.   The 
school  music  teacher  should  not  dignify  his  instruction 
with  the  name  of  "Music  Education"  unless  his  students 
receive  basic  training  in  fundamentals.   To  do  this,  a 
practical  Workbook  is  necessary  -  -  one  that  has  been 
tested  and  proved  at  the  Secondary  level.   Dr.  Reed's 
book  meets  these  requirements. 

Someone  has  said  that  "Writing  maketh  an  exact  man." 
Nowhere  is  this  more  applicable  than  to  Music  Theory,   The 
student  who  says,  "I  know  what  it  means,  but  I  can't  ex- 
plain it,"  simply  does  not  know.   Here  is  a  way  for  him  to 
learn. 


April,  1947  Roy  Underwood 


PREFACE 


This  workbook  was  designed  to  furnish  the  music 
teacher  with  a  systematic  means  of  presenting  the  funda- 
mentals of  music  to  (1)  the  private  instrumental  or 
vocal  student,  (2)  a  class  in  high  school  theory,  or 
(3)  a  first  year  college  theory  class  in  which  a  concen- 
trated review  of  fundamentals  is  necessary. 

In  preparing  this  workbook  the  author  has  followed 
the  general  movement  toward  the  correlation  of  harmony, 
keyboard  harmony,  sight  singing,  and  ear  training.   It 
is  suggested  that  the  speed  of  the  written  work  be  held 
to  that  of  the  ear  training  and  keyboard  drill  exercises 
that  accompany  the  lessons. 

There  are  times  when  supplementary  material  will  be 
desirable,  particularly  in  sight  singing  and  melodic  dic- 
tation.  If  this  workbook  is  used  as  a  theory  text,  it 
is  suggested  that  harmonic  dictation  and  part-writing  be 
started  immediately  after  the  aural  and  written  study 
of  the  major  triad.    The  inclusion  of  such  material,  how- 
ever, is  outside  the  scope  of  this  book. 

If  the  lessons  herein  presented  are  diligently  studied, 
the  student  should  have  little  or  no  difficulty  in  satisfying 
the  entrance  requirements  in  the  professional  music  schools 
and  college  music  departments  in  the  United  States. 

Special  thanks  are  due  Professor  Roy  Underwood  and  the 
Theory  Staff  at  Michigan  State  College  for  their  kind  and 
helpful  suggestions  relative  to  the  material  presented  in. 
this  workbook.   Thanks  are  also  due  the  high  school  and  pri- 
vate music  teachers,  and  the  students  who  have  used  this  book 
in  mimeograph  form  for  the  past  two  years  for  their  many 
practical  suggestions.   Finally,  the  author  wished  to  express 
gratitude  to  his  wife,  Esther  Reed,  for  her  valuable  advice 
and  service  while  this  book  was  in  preparation. 


H.  Owen  Reed 
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INTRODUCTION 


The  study  of  the  fundamentals  of  music  must  have  its  be- 
ginning in  a  very  brief  but  clear  understanding  of  the  most 
basic  principles  of  acoustics  . 

Sound,  which  is  a  sensation  resulting  from  the  stimula- 
tion of  the  aural  nerves  by  some  vibrating  object,  is  divided 
into  two  general  classifications:   noise  and  tone .  Noise  is  the 
result  of  an  irregular  vibration,  as  for  example,  the  falling 
of  a  book  on  the  floor.   Tone,  on  the  other  hand,  results  from 
a  regular  vibration. 


Whereas  some  musical  instruments  (for  example  the  drum) 
make  effective  use  of  noise,  it  is  tone  which  contributes  pri- 
marily to  the  language  of  music.   Tone  has  four  properties: 


1.  pitch  the  highness  or  lowness  of  a  tone, 

2.  duration  the  length  of  a  tone, 

3.  timbre  the  quality  of  a  tone,  and 

4.  intensity  --  the  loudness  or  softness  of  a  tone 


It  is  upon  the  first  two  of  these  properties  that  Unit  One 
and  Unit  Two  of  this  Workbook  are  based.   Whereas  timbre  and  in- 
tensity are  an  equally  Important  phase  of  instrumental  develop- 
ment, it  is  the  study  of  the  properties  of  pitch  and  duration 
that  is  necessary  to  the  basic  understanding  of  melody,  rhythm, 
and  harmony. 


1The  science  of  sound. 


UNIT  ONE:   THE  NOTATION  OF  PITCH 

Lesson  1.   The  Musical  Alphabet;  The  Staff;  Clef  Signs ;  Notes. 

Since  music  is  a  language,  there  must  be  some  means  of  writ- 
ten communication.   Appropriate  symbols  must  be  used  to  convey  a 
musical  message  from  the  composer  to  the  performer.   The  first 
consideration,  in  the  writing  and  interpretation  of  music,  will 
therefore  be  the  study  of  the  notation  of  the  first  property  of 
tone  --  pitch. 

The  Musical  Alphabet . 

Of  all  the  many  variations  of  pitch  that  occur  from  the  low- 
est to  the  highest,  in  the  range  of  audibility,  those  in  musical 
usage  today  can  best  be  illustrated  by  the  piano. 

The  piano  contains  the  mechanism  for  setting  into  vibration 
tones  of  varying  pitch,  all  of  which  are  named  by  the  use  of  only 
the  first  seven  letters  of  the  alphabet: 

a  b  c   d   e  f  g 

Since  the  pitch  of  a  tone  is  dependent  upon  the  number   of 
times  the  vibrating  medium  vibrates  per  second,  it  has  arbitrari- 
ly been  the  usual  practice  to  tune  musical  instruments  so  that  the 
letter  "A"  is  associated  with  a  tone  which  vibrat.es  440  times  per 
second,  or  some  multiple  or  sub-multiple  of  2  of  this  value.   For 
example,  a  tone  which  is  the  result  of  2x440,  or  880  vibrations 
per  second  is  also  named  "A",  the  relationship  between  the  two 
"ATs"  being  called  the-  interval  of  an  octave.   A  tone  resulting 
from  |rx440,  or  220  v.p.s.,  is  likewise  called  T,AM,  the  relation- 
ship again  being  that  of  the  octave.   (The  "A"  vibrating  at  220 
v.p.s.  is  said  to  be  an  octave  lower  than  MA  =  440" . )   Each  tone 
of  this  series  of  seven  basic  tones  recurs,  in  both  directions  at 
the  octave,  until  the  upper  and  lower  extremities  of  the  instru- 
ment have  been  reached. 

The  determination  of  the  frequencies  of  the  other  basic  tones 
within  the  pitch  range  of"  the  "A"  octave  is  beyond  the  scope  of 
this  book  .   It  will  suffice  here  to  say  that  these  basic  tones 
(a  b  c  d  e  f  g)  correspond  to  the  "white" keys  on  the  piano.  .  The 
"black"  keys  represent  alterations  of  these  basi'c  tones  and' are 
named  such  as:   "A  flat"  (the  black  key  immediately  to  the  left 
of  "A"),  and  "A  sharp"  (the  black  key  immediately  to  the  right 
of  "A'1)*   Altogether  each  octave  is  divided  into  twelve  equal 
divisions . 


See:   F.  A.  Osborn,  Physics  of  the  Home,  McG-raw  &  Hill  Book  Co., 
Inc.,  New  York,  1929,  pp.  95-98. 

Drill  problems  for  Lesson  1  appear  on  Page  51 


The  Staff. 

In  order  to  communicate  tones  by  writing,  characters  called 
"notes"  are  placed  upon  a  staff.   A  staff  is  composed  of  five 
horizontal  lines  separated  by  four  intervening  spaces.   The  usual 
numbering  of  these  lines  and  spaces  is  shown  in  Example  1. 

(Ex.  1) 


Lines 


Spaces 


In  order  to  accommodate  a# greater  range,  two  staffs  are 
used  and  connected  as  in  Example  2.   This  is  called  the  G-rand 
Staff. 

(Ex.  2) 


Clef  Signs;   Notes . 

A  clef  sign  is  placed  upon  each  staff  in  order  to  locate 
some  particular  tone  as  a  point  of  departure.   Upon  the  upper 
staff  is  placed  a  character  called  the  "G  Clef"  (or  "Treble 
Clef").   Upon  the  lower  staff  is  placed  the  "F  Clef"  (or"Bass 
Clef").   The  location  of  these  clefs  (which  is  as  indicated  in 
Example  3)  identifies  the  two  tones  from  which  the  clef  names  are 
d.   The  other  tones  extend  out  in  both  directions  from 
*:one3  (alphabetically)  --  the  notes  being  placed  alternate- 
ly on  lines  and  spaces. 


Ear  Training . 

1.  Strike  any  white  note  on  the  piano  keyboard  within  the  range 
of  your  voice.   Duplicate  by  singing  that  ton  .   For  example: 
play  middle  C  --  sing  middle  C. 

2.  Strike  any  white  note  on  the  piano  keyboard  outside  the  range 
of  your  voice.   Duplicate  that  note  at  the  octave  within  the 
range  of  your  voice.   For  example:   play  the  octave  below 
middle  C  --  sing  middle  C. 

Keyboard . 

1.   Find  and  play  any  given  white  note  on  the  piano  keyboard. 


Oh 

Cm 
CD 

CO 
cC 

H 

O 

CD 

& 

-P 

CCS 

M 

CO 
O 
,Q 

CD 

W 

o 

art 

CD 


tO 


Lesson  2.   Leger  Lines;  £he  8va  Si^n. 

Notes  normally  written  in  the  bass  clef  (Ex.  4)  may  bv  use  of 
leger  lines  (short  lines  drawn  above  or  below  the  regular  stafTto 
extend  its  range),  be  written  in  the  treble  clef  (Ex!  5). 


(Ex.  4) 


1 


ZEE 


(Ex.  5) 


B 


A 


G 


B 


A   G 


Similarly,  notes  normally  written  in  the  treble  clef  (Ex.  6) 
may  be  written  in  the  bass  clef  (Ex.  7). 


(Ex.  6) 


1 


-y 


,±. 


(Ex.  7) 


m 


D 


E 


D 


E 


To  avoid  the  writing  of  notes  too  far  above  the  staff  (Ex.  8) 
the  sign  8va  i  is  used.   Notes  within  this  bracket  should  be 

played  an  octave  higher.   (Exs.  8  and  9  sound  the  same.) 


(Ex.  3) 


-Qi 


*  A 


_flL  -*L 


-*-  *- 


G   A 


B 


D 


E   F 


(Ex.  9) 


0_*L 


^ft"- 


-o— » 


F   G   A 


B 


D 


gz± 


E 


Similarly,  extremely  low  notes  (Ex.  10)  are  written  in  a  like 

manner,  except  the  8va l  is  placed  below  the  notes  (Ex.  11), 

the  notes  within  the  bracket  being  played  an  octave  lower. 


(Ex.  10) 


(Ex.  11) 


m 


■»■  ^ 


*  *^* 


s 


v  -6- 


ED    G   B  A        G   F  FED    C   B   A   G   P 

Drill  problems  for  Lesson  2  appear  on  Page  53 


Lesson  3.   Accidentals  (or  Chromatic  Signs ) . 


Each  of  the  seven  basic  tones  (a  b  c  d  e  f  g)  may  be  raised 
or  lowered  in  pitch  by  placing  the  appropriate  character  (accidental) 
before  the  note. 

A  "flat"  (b)   placed  before  a  note  indicates  the  lowering  of  a 
tone  a  half-step,  while  a  "sharp"  ($J  indicates  the  raising  of  a  tone 
a  half-step.   A  "double  flat"(bfr)  lowers  a  tone  a  whole-step2,  while 
a  "double  sharp"(##  or   x)  raises  a  tone  a  whole-step.   A  "natural"  ( b) 
cancels  the  previous  use  of  a  sharp  or  flat. 


raising 

bb 


f       \      * 


lowering 


The  following  chart  shows  the  sharps  and  flats  as  they  relate 
to  the  piano  keyboard. 


(Ex.  12) 


A  half-step  (semi-tone)  results  from  the  striking  of  two  adjacent 
keys  on  the  piano. 

^A  whole-step  (whole-tone)  is  equivalent  to  two  half-steps. 
Drill  problems  for  Lesson  3  appear  on  Page  55 


Example  13  illustrates  further  use  of  the  accidentals. 
(Ex.  13) 


In  Ex.  12  the  TfC*" sounds  the  same  tone  as  "D^l   Notes, 
which  sound  the  same  hut  are  written  differently  are  said 
to  be  enharmonic  with  each  other.   (For  example,  CX  is  en- 
harmonic with  D;   EX   is  enharmonic  with  F$  and  Gb  .) 

Thus,  by  means  of  accidentals,  all  the  tones  may  be 
notated.   (The  reason  for  the  seemingly  over  complexity  of 
enharmonics  will  be  understood  after  the  study  of  tonality.) 

(Ex.  14) 


qj^fprfro  o  gy — a 3 °  oto  o^o^- 


The  above  ascending  and  descending  series  of  semi-tones 
is  known  as  the  "C  chromatic  scale".   (Sharps  are  generally 
used  for  ascending  chromatic  notes  and  flats  for  descending.) 


Ear  Training . 

1.   Drill  on  ear  training  as  in  Lesson  2.   Increase  speed 


Keyboard. 

1.  Play  any  given  note  on  the  piano.   For  example:   Play  C#  ; 
B*  ;    Afcb  ;   B#  ;   Cb  ;   F#  ;  etc. 

2.  Play  a  chromatic  scale,  from  any  given  note,  one  octave 
up  and  return. 

3.  Name  and  play  the  enharmonic  equivalent  of  any  given  tone. 
For  example;   What  is  the  enharmonic  equivalent  of  Aijf   ? 
Answer:   Bb  •    Play  Bb  . 


UNIT  TWO:   THE  NOTATION  OF  DURATION 

Lesson  4.   The  Relative  Duration  of  Tones;  The  Tie;  The  Dotted  Note. 

A  grammatical  statement,  in  order  to  be  fully  understood,  must 
be  properly  written,  with  the  words  accurately  spelled  and  divided 
to  show  accent,  or  else  the  result  might  be  something  in  the  nature 
of  the  "little  lambsie  divey".   Likewise,  a  musical  statement  must 
be  correctly  written  so  as  to  fully  convey  its  meaning. 

The  second  consideration,  in  the  writing  and  interpretation  of 
music,  will  be  the  study  of  the  notation  of  the  second  property  of 
tone  --  duration.   The  relative  duration  of  a  tone  is  indicated  by 
the  use  of  various  kinds  of  notes.   These  notes,  their  names,  and 
their  relative  value,  are  shown  below. 


Whole  note 


Half  note 


Quarter  note 


Eighth  note 


Sixteenth  note 


Thirty-second  note 


J 
J 


■J-  the  value  of  the  whole  note. 


i   the  value  of  the  whole  note. 


l/8  the  value  of  the  whole  note. 


1/16  the  value  of  the  whole  note 


l/32  the  value  of  the  whole  note. 


Occasionally  one  finds  double  whole  notes  (  Id  ) ,  which  re 
ceive  twice  the  value  of  the  whole  note,  and  sixty-fourth  notes 


( 


),  which  receive  l/64  the  value  of  the  whole  note. 


5  The  parts  of  the  note  are  named  as  follows: 


note  head 


flag 


bar 


stem 


n 


Drill  problems  for  Lesson  4  appear  on  Page  57 


8 


The  approximate  duration  of  tones  is  indicated  by  a  word  (or 
words),  usually  Italian,  referring  to  speed.  For  example  "Lento" 
means  slowly;  or  "Moderato"  means  at  a  moderate  tempo  (speed). 

A  more  exact  duration  of  the  tones  is  indicated  by  a  metro- 
nome1 marking.   For  example,  one  might  find  the  following:   "M.  M.f=" 
60"  at  the  beginning  of  a  composition.   This  means  that  the  quarter 
note  will  be  played  at  the  rate  of  60  per  minute.   (If  the  metro- 
nome is  set  at  "60"  it  sounds  60  beats  per  minute,  thus  indicating 
the  exact  speed  of  the  quarter  notes.   The  eighth  notes  will  there- 
fore occur  at  the  rate  of  120  per  minute,  and  the  half  notes  at  50 
per  minute . ) 

Divisions  and  Subdivisions  of  Undotted  Notes. 
(Ex.  15) 


Unit 

Division 

- 

Subdivision 

Q 

£          0 

J   J  J  J 

j 

J  J 

.    J  J  J 

J 

n 

i   J   J  ' 

j> 

n 

J   i   f  J 

It  can  be  observed  from  the  note  names  (half  note,  quarter 
note,  etc.)  that  the  mathematical  ratio  is  two  to  one.   Therefore 
any  kind  of  note  can  be  established  as  the  beat  ,  with  its  regular 
divisions  of  two  and  subdivisions  of  four. 
The  Tie. 


A 


tie  is  a  curved  line  connecting  two  notes  representing  the 


same  pitch. 

(Ex.  16) 


The  second  note  is  not 
re-struck  but  played 
the  same,  as  : 


^^ 


1A  metronome  is  an  instrument  which  may  be  adjusted  to  beat  at  any 
desired  speed.   The  scale  is  calibrated  in  beats  per  minute. 

2"M.M."  is  the  abbreviation  for  "Maelzel's  Metronome",  after  the 
name  of  its  inventor. 


}A  beat  is 


"the  regularly  recurring  periodically  accented  pulse  or 
throb  which  constitutes  the  unit  of  measurement  in  all  measured 
music"--Webster .   The  note  which  received  the  beat  is  called  the 


mu 
"unit" . 


I    . - :ed  Note. 

A  dot  placed  after  a  note  affects  its  duration  by  increasing 
its  value  one  half. 


(Ex.  17) 


g 


is  the  same  as  when  written 


m 


si 


is  the  same  as  when  written 


s 


Similarily,  a  dot  placed  after  a  dotted  note  affects  its  dura- 
tion by  increasing  its  value  by  one  half  the  value  of  the  first  dot. 


^ 


is  the  same  as  when  written 


Division  and  Subdivision  of  the  Dotted  Note . 

Any  kind  of  dotted  note  may  be  established  as  the  beat,  with  its 
regular  divisions  of  three  and  subdivisions  of  six. 

(Ex.  18) 


Unit 

Division 

Subdivieion 

O- 

dec 

JJJJJJ 

j. 

j  j  j 

1      1      J     J     J     4 

j. 

i  i  i 

A    J    J     i    J    i 

J! 

m 

10 
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Ear  Training,  univewiy 

The  student  should  begin  at  this  time  to  develop  the  feeling 
for  the  beat,  and  for  the  simple  division  and  subdivision  of  the 
beat.   This  can  be  accomplished  in  numerous  ways,  the  most  direct 
being  tapping  exercises.   A  prerequisite  to  any  rhythmic  or  melodic 
dictation  is  the  ability  to  tap  a  beat  at  a  steady  tempo  with  the 
left  hand  while  tapping  divisions  and  subdivisions  of  the  beat  with 
the  right. 
1.   Tap  exercises  (similar  to  the  three  given  below)using  whole, 

half,  and  quarter  notes  for  the  left  hand  beat  while  the  right 

hand  taps  divisions  of  two  or  subdivisions  of  four  of  this  beat 

Prepare  each  drill  by  first  establishing  a 

imately  M.M.  =  60)  with  the  left  hand. 


(a)R.H. 


L.H. 

0 

(b)R.H. 
L.E. 

(c)R.H. 
L.H. 

J 

J 

0 

J 

J 


a  j  o 

C  0 

J      i  el 

n  j 

j  j 


d  d 

© 

d 

J 


steady    tempo    ( approx- 
JiJi    d      d       0 


JTO  J   J 

d  d 

j      i 


d 
j 


2.   Tap  exercises  (similar  to  the  three  given  below)  using  dotted  whole, 
dotted  half,  and  dotted  quarter  notes  for  the  left  hand  beat  while 
the  right  hand  taps  divisions  of  three  or  subdivisions  of  six  of 


this   beat. 

(a)R.H.     0- 

0 

L.H.     ©• 

©• 

(b)R.H.     J' 

J. 

L.H.     ©• 

d. 

(c)R.H.     J. 

J. 

L.H.     J> 

J. 

Keyboard . 

d  d  d 


© 


j  i 

U 

d- 

d- 

J . 

J  J. 

1 

J. 

eU  d  JJUUc!    J  J  0' 

0'  ©•  ©•  0' 

J  J  i  JTUT3  J  J  J  j. 

J.  J.       J.       J. 

j.  j.     j.     j. 


1.   Review  Lesson  3. 
Instructional  Note: 


Unit  Three  should  be  started  at  this  time  and  should  parallel 
drill  on  the  following  exercises  on  duration.   It  is  also  suggested 


that  this  study  of  duration  and  tonality,  which  should  proceed  slowly 
due-  to  the  inability  of  the  ear  to  assimilate  this  material  readily, 
should  be  supplemented  with  a  gre>    eal  of  drill  on  sight  singing 
and  melodic  dictation.   The  material  used  for  this  drill  should  pa 
the  following  lessons. 


rallel 
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Lesson  5.   The  Bar  Line;   The  Measure . 

Most  melodies  have  a  regular  pattern  regarding  the  accentua- 
tion of  beats.   Those  patterns  most  commonly  used  are: 


where 


U 

> 


and 


u    >    u 


=  a  primary  accent, 

Z   a  secondary  accent,  and 


z   an  unaccented  beat. 


Thus  a  melody  such  as  America  seems  to  require  an  accentua- 
tion as  in  Ex.  19. 


(Ex.  19) 

>  >  V  > 


u 

—4— 


2. 


~   > 


■ uj J '  r  r  r ^ 


m 


^    > 


%j 


>  >  o 


* 


**■ 


This  melody  divides  itself  logically  into  groups  of  three 
quarter  notes  (or  their  equivalent).   Therefore,  for  visual 
accommodation,  a  vertical  line  (called  a  measure  bar,  or  bar 
line )  is  placed  on  the  staff  directly  before  each  accented  note. 
This  triple  grouping  is  thereby  organized  into  groups  of  three  quar 
ter  notes,  with  the  primary  accents  falling  on  the  first  beat  in 
the  measure-^-. 

(Ex.  20) 


3=* 


i 


IS! 


^^ 


** 


-0 


The  double  bar   (Ex.  20)  is  used  at  the  end  of  a  composition  or 
exercise.   It  is  also  used  within  a  composition  to  show  the  end  of 
a  section  or  movement,  or  whenever  a  change  in  measure  or  key  signa- 
ture occurs . 

Ear  Training. 

1.  Continue  the  drill  of  Lesson  4. 

2.  Listen  to  familiar  melodies.   Tap  the  beat  with  the  ieft  hand 
and  the  divisions  with  the  right  hand. 

Keyboard . 

1.   Play  familiar  melodies  by  ear.   Begin  the  melodies  on  several 
different  notes.   For  example:   Play  Row,  Row,  Row  Your  Boat 
beginning  on  C.   When  this  can  be  played  accurately  play  it 
beginning  on  F.   Repeat  this  procedure  starting  on  G,  A,  B,  etc. 


1 
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A  measure  is  the  space  between  two  successive  measure  bars 
Drill  problems  for  Lesson  5  appear  on  Page  59 


Lesson  6. 


The  Time  (or  Measure)  Signature;  Classification. 


In  addition  to  adding  measure  bars,  it  is  customary  to  indicate 
the  grouping  of  beats  by  numbers  (in  the  form  of  fractions)  at  the 
beginning  of  a  composition.   This  is  called  the  Time  (or  Measure) 
Signature .  ■' 

Time  Classification. 


A. 


All  time  is 
According  to 

1 
2 
3 

4 
5 


B. 


Duple 

Triple  -- 
Quadruple 
Quintuple 
Septuple 

According  to 
said  to  be 

1.  Simple  -- 


classified  as  follows: 

the  number  of  beats  in  a  measure,  time  is  said  to  be 

. Two  beats  in  each  measure. 

Three  beats  in  each  measure. 
. Four  beats  in  each  measure. 

Five  beats  in  each  measure. 

Seven  beats  in  each  measure. 

the  way  these  beats  are  normally  divided,  time  is 


The  regular  division  of  the  unit  into  two,  or  multi- 
ples of  two.   The  numerator  of  the  time  signature 
shows  the  number  of  units  in  the  measure.   (This 
will  be  2,  3,  4,  5,  or  7.)   The  value  of  the  unit 
is  indicated  by  the  denominator.   (For  example, 
the  time  signature  3/4  indicates  that  there  are 
three  beats  in  each  measure,  and  the  unit  is  a 
quarter  note . ) 
2.  Compound  -The  regular  division  of  the  unit  into  three,  or  mul- 
tiples of  three.   The  numerator  of  the  time  signa- 
ture will  be  6,  9,  or  12,  but  the  number  of  units  in 
the  measure  will  be  the  numerator  divided  by  3.   The 
value  of  the  unit  cannot  be  directly  deduced  from 
the  denominator,  as  was  the  case  in  simple  time. 
However,  it  will  always  be  a  dotted  note,  and  equiva- 
lent to  three  of  the  notes  indicated  by  the  denomin- 
ator.  (For  example,  the  time  signature  6/8  implies 
two  beats  in  each  measure  with  a  dotted  quarter  note 
unit . ) 

refore  said  to  be  "duple-simple",  "triple-simple", 
,  etc.,  depending  upon  the  number  of  units  in  the 
way  the  unit  is  normally  divided. 


Time  is  the 
"duple -compound" 
measure  and  the 


Example  of  Duple-Simple .   (Ex.  21) 


te 


m 


^m 


■^ 


Example  of  Duple -Compound .  (Ex.  22) 


Two  beats  per  measure.   The 
unit  is  a  quarter  note. 

The  normal  division  of  the 
unit  is  in  twos. 


Two  beats  per  measure .   The 
unit  is  a  dotted  quarter  note. 

The  normal  division  of  the 
unit  is  in  threes. 


Drill  problems  for  Lesson  6  appear  on  Page  61 
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The  Classification  of  All  Time  Signatures 


(Ex. 

23) 

Unit 
Divi- 
sion 

Number  of 
Beats  in 
Measure 

Duple 
2 

Triple 
3 

Quadruple-* 
4 

r 
Quintuple^ 
5 

1 

Septuple2 
7 

S 
I 
M 

P 
L 
E 

Signature 

2  2  2   2 
2  4  8  16 

3  3  3   3 
2  4  8  16 

4  4  4   4 
2  4  8  16 

5  5  5   5 
2  4  8  16 

7  7  7  7 
2  4  8  16 

Unit 

JJ>^ 

jj>j> 

J!» 

J  J"  J  J 

iJJ>> 

C 
0 
M 
P 
0 
U 
N 
D 

Signature 

6  6  6   6 
2  4  8  16 

9  9  9   9 
2  4  8  16 

121212   12 
2  4  8   16 

Unit 

c,J.|>. 

oJJJ 

o.  1  J-  J>- 

Classification  Not  Affected  by  Tempo . 

Regardless  of  the  tempo,  the  classification  remains  unchanged. 
For  example:   A  piece  in  2/4  may  be  played  so  slowly  that  the  beat 
does  not  coincide  with  the  unit.   In  this  case  the  beat  would  b e  the 
eighth  note,  but  the  unit  would  always  remain  the  quarter,  and  the 
classification  would  still  be  Duple -Simple .   (There  are  numerous  ex- 
amples of  music  in  which  the  beat  and  unit  do  not  coincide  but  it  is 
best  to  avoid  these  in  elementary  dictation.) 
Counting . 

In  instrumental  music  it  is  usually  considered  advisable,  when 
first  learning  a  piece,  to  count  the  beats  in  the  measure.   These 
numbers  are  shown  above  the  notes  in  Ex.  24.   When  the  unit  is  divi- 
ded, as  it  is  on  the  second  beat  of  the  second  measure,  the  counting 
is  1   2   and   3,  the  "2"  being  tied  over  from  the  preceding  beat  and 
therefore  not  re-struck.   ."And"  is,  by  definition,  half-way  between 
successive  beats  --  here,  half-way  between  beats  "2"  and  "3". 

Time 
Signature 


"Quadruple -Simple"  is  sometimes  referred  to  as  "Common  Time",  but 
more  recently  the  term  "Common  Time"  refers  only  to  4/4  (C), 

"Quintuple-Simple"  and  "Septuple-Simple"  are  sometimes  referred  to 
as  "Added  Times",  "Quintuple"  being  a  combination  of  2+3  or  3+2,  and 
"Septuple-Simple"  3+4  or  4+3.   From  this  point  of  view  these  times 
might  logically  be  considered  as  an  irregular  type  of  "Duple -Compound" 


14 


Borrowed  Divisions .  . 

Note,  on  page  9,  that  all  undotted  notes  (0,0,^*)  divide 
normally  into  multiples  of  two.   A  note  which  is  undotted  may 
however  be  divided  irregularly,  by  the  use  of  proper  notation. 
For  example,  a  quarter  note  may  be  divided  into  three  eighth 
notes  of  equal  duration  by  placing  the  number  "3"  above  (or 
below)  the  group.   This  "triplet"  is  borrowed  from  the  compound 


times  and  superimposed  over  a  simple  division. 

Similarly,  a  dotted  note  (o-,  d»  >  J-  ,  J.  )  which  divides 
normally  into  multiples  of  three,  may  be  irregularly  divided 
into  two,  or  four  notes  of  equal  duration.   This  "duplet"  or 
"quadruplet"  pattern  is  borrowed  from  the  simple  times  and 
superimposed  over  a  compound  division. 

The  notation  of  these  borrowed  divisions  and  subdivisions  is 
again  best  illustrated  by  the  use  of  a  chart.   (Also  included  in 
the  chart  is  the  division  of  a  unit  into  five  equal  parts.   This 
division  belongs  to  neither  simple  nor  compound  time,  but  is 
occasionally  used  in  either.) 

(Ex.    25) 


r 

Unitpivision  of  3 


Divison  of  5 


Division  of   6 

777777 


s 
I 

M 
P 
L 
E 

T 
I 
M 
E 


J   J  J 


J  J 


5 

J  J  J 


J 


J  J  J 


J  J  J  J  J 


J  J  J  J  J  J 


J 


JTJ 


rrm 


rrm 


J> 


m 


rrm 


J  J  J  J ji 


Unit  Division  of  2  Division  of  5 


Division   of   4 


C 
0 
M 
P 
0 

u 

N 
D 

T 
I 
M 

E 


J  J. 


*i     % 


i 


j.j. 


j. 

J! 


n 

n 


a 


jj  J  jj 


j.  j.  j.  j. 


<yi. 


j\l 


JTTTJ 


JTTTJ 


£2 

2 

n 


rrm 

5 
J    J     J     J     I 


m 


J-  J*  •-  # 


j  j  j  j 


rrn 


4     0     0     0 


rm 


15 


Ear  Training . 

1.   Listen  to  the  playing  of  familiar  melodies, 
time  classification  of  each. 


Determine  the 


Suggestions  : 

(a)  Tap  the  beat  with  the  left  h 
be  the  normal  walking  speed, 

(b)  Determine  which  beat  is  acce 
first  term  in  the  time  class 
triple,  quadruple,  etc. 

(c)  While  tapping  the  beat  with 
tapping  divisions  with  the  r 
divided  into  twos  or  threes, 
term  in  the  time  class  if icat 
compound . 


and.   (This  will'usually 
or  the  conducting  beat.) 
nted,  thereby  learning  the 
ification;  that  is,  duple, 

the  left  hand  decide,  by 
ight  hand,  if  the  unit  is 
thus  learning  the  second 
ion;  that  is,  simple  or 


2.   Drill  on  all  time  classifications  by  tapping  and  counting 
For  example: 


Count : 


Duple-Simple 
12        12        12 


Tap    (R.H.):  t     t     t     t     t     t     r   t     t     i     t     t     t     t     t     t     t     t     t     t 

Tap    (L.H.) :         '         '         '         '         »         '         '         »         '         ' 


etc  • 


Count : 

Tap    (R.H.): 

Tap    (L.H.): 


Triple-Simple 
2        3         12        3 


1 


1 


tc . 


fit      fit      TIT      I     I    I      III      III      III      111      III      lit 


3.   Continue  the  drill  of  Lesson  4. 

Keyboard . 

1.   Play  familiar  melodies  as  in  Lesson  5.   (Count  the  time.) 
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Lesson  7.   More  Complex  Problems  of  Duration. 


The  division  and  subdivision  of  the  unit  and  borrowed 

divisions  were  presented  in  Lessons  4  and  6.  Further  problems 

of  a  more  complex  nature  need  to  be  presented  at  this  time.   The 
ear  training  paralleling  this  lesson  should  continue  throughout 
the  student's  study  of  music  theory. 

Ties  Within  the  Division. 
1.   Simple  Time . 

The  tying  of  notes  within  the  division  of  the  unit-^-  in 

simple  time  only  results  in  the  return  to  the  unit: 


(Ex.  26) 


J  =  n  =  J 


2.   The  tying  of  notes  within  the  division  of  the  unit  in  com- 
pound time  results  in  two  patterns: 


(Ex.  27) 


j.  -  m  =  w 


Ties  Within  the  Subdivision. 
1.   Simple  Time . 

The  following  patterns  result  from  ties  within  the  sub- 
division of  the  quarter  note  unit: 


(ex.  28)  j  =  jrj^  =  J  jl 

J  sJ75=  JTJ 


j  -  mi  -  n. 
j  -ris-  n 


Compound  Time 


The  following  patterns  result  from  ties  within  the  sub- 
division of  the  dotted  quarter  note  unit: 


(Ex.    29) 


--nm 


■-nrn 


J 

i --run 


nm 


--rnrz 


--  n~m 


=  JT3J    2 

--  nm 

-r 


~m 


J  --  TOT?  *  JTT~3 

j  --  njfn  -  rrn 


''■The  examples  in  this  lesson  are  illustrated  with  only  the 
quarter  and  dotted  quarter  note  units. 

Drill  problems  for  Lesson  7  appear  on  Page  63 
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j.  =  mm  --  /m 

j.  •  mm  -  n~n 
--  mm  --mi  • 

-mm  =j    /r 

-  mm  -  m. 

=  mm  =/n. 


=  mm  --  m 


SCTO 


nm 


=  j. 


~1 


OT3 


TO3 


ms 


mro 


mm 


-"-(The  starred  patterns  are  the  most  often  found  in  music  litera- 
ture. Also  a  few  of  the  patterns  above  will  be  seen  to  be  iden- 
tical with  patterns  previously  studied  --  the  division,  and  ties 
within  the  division.) 

Ties  Between  Units . 

This  is  one  of  the  most  simple  of  the  duration  problems.   A  few 
examples  will  suffice  to  illustrate  both  simple  and  compound 
times : 


(Ex.  30) 


4 
4 

4 
4 

6 

8 

9 

8 


j  j  ni   -  j    jij 


- 1 

-■  i 


j 


m 


The  tying  of  units  to  produce  syncopation!  is  more  complex 


J    J    J. 


J     J. 


J     J- 


-•-Syncopation  results  from  the  tying  of  a  note  on  a  weak  beat  into 
one  on  a  stronger  beat. 
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Ties  Between  Divisions. 


The  tying  between  a  unit  and  the  next  division,  or  between  two 
divisions,  results  in  still  more  complex  patterns.   Syncopation 
also  occurs  in  some  of  these  combinations.    (Ex.  31) 


1    J1J 


or 


J.     J^J 


I     J: 


JT]„JTU 


uuuifl-h  j  j  *  %mm 


Ties  Between  More  Complex  Patterns 


j  b- 


Ties  between  units  which  are  irregular  because  of  ties  within  the 
subdivision  of  the  unit  are  difficult  to  execute  as  well  as  to 
hear  in  melodic  and  rhythmic  dictation.   The  aural  study  of  these 
should  be  reserved  for  more  advanced  study. 

(Ex.  32) 


numim  j    «j  ijm 


Ear  Training 


nun 


1.   The  patterns  presented  in  this  lesson  should  be  drilled  by 
tapping  exercises  and  dictation  until  each  can  be  recognized 
aurally.   (This  assumes  that  proficiency  has  been  attained 
in  less  complex  exercises.)   In  tapping  the  various  patterns 
it.  is  essential  that  the  beat  be  maintained  in  the  left  hand 
Examples: 


(a)R.H. 

L.H. 
(b)R.H. 

L.H. 
(c)R.H. 

L.H. 
(d)R.H. 

L.H. 


ni 


n  rnrn  m 
j     j     j      j 

i    j.     j.     j. 


etc. 


mrmrmrmnn 
j.     i     j.     j, 

j     j     j     j     j 


2.  Tap  the  rhythm  of  any  melodies. 

3.  After  drilling  on  exercises  involving  the  quarter  and  dotted 

quarter  note  unit,  the  student  should  become  familiar  with  the 

patterns  based  on  the  half  or  dotted  half,  and  eighth  and 

dotted  eighth  note  unit.   (This  drill  should  be  preceded  by 

the  writing  out  of  the  possible  patterns  with  these  units.) 
Keyboard . 

1.   Play  familiar  melodies  with  more  complex  rhythmic  patterns. 
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Lesson  3.   The  Rest . 

A  "rest"  is  a  symbol  used  in  music  to  indicate  the  duration 
of  silence.  Music  would  be  very  tiresome,  both  to  the  performer 
and  the  listener,  if  there  were  continuous  tones  with  no  rests. 

The  value  and  the  mathematical  ratio  of  the  rests  correspond 
to  those  of  the  notes. 

(Ex.  53) 


whole 
rest 


half 
rest 


quarter  eighth  sixteenth 
rest     rest    rest 


thirty-second 
rest 


I 


£ 


E 


I 


A  "whole  rest"  is  generally  used  to  indicate  silence  for  an 
entire  measure  regardless  of  the  time  signature. 

Rests,  like  notes,  may  be  dotted  to  increase  their  value  by 
one«-half,  but  unlike  notes,  rests  are  never  tied. 


(Ex.  34) 


Drill  problems  for  Lesson  8  appear  on  Page  65 
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UNIT  THREE:   TONALITY 

Lesson  9.   Basic  Scales ;  The  Major  Scale . 

Webster  defines  tonality  as  "the  character  which  a  composi' 
tion  has  by  virtue  of  its  key,  or  through  the  relationship  of 
its  tones  and  chords  to  the  keynote,  or  tonic".   This  relation- 
ship of  tones  is  the  result  of  organizing  the  seven  notes 
(abcdefg--  either  in  their  altered  or  unaltered  form) 
into  a  prescribed  pattern  called  a  scale .   The  tonality  is  said 
to  be  that  of  the  first  and  last  note  of  the  scale.   This  note 
is  called  the  keynote,  or  tonic  note. 

The  Seven  Basic  Scales . 

There  are  seven  basicl  scales: 


abcdefga 

b  c  d  e  f  g  a  b 

c  d  e  f  g  a  b  c 
defgabcd 
e  f  g  a  b  c  d  e 
f  g  a  b  c  d  e~f 
g  a  b  c  d  e  f 


Between  each  tone  is  found  the  interval2  of  either  a  half- 
step  or  a  whole-step,  but  the  distribution  is  different  in  each 
scale.   (The  half-steps  are  indicated  by  brackets.) 

Previous  to  the  17th  century  the  scales  (or  "modes"  as  they 
were  usually  called)  in  existence  were  primarily  those  basic 
scales  shown  above.   Each  had  its  own  name: 

abcde    fga  Aeolian 

bcdefgab  Lochrian 

cde    fgabc  Ionian 

defgabcd  Dorian 

efgabcde  Phrygian 

fgabcdef  Lydian 

gabcdefg  Mixolydian 

These  scales  were  gradually  altered  (by  the  continued  use 
of  accidentals)  until  they  lost  their  original  tonality  and 
were  transformed  into  one  of  two  scales  with  which  we  are  the 
most  familiar  today  --  the  major  scale  and  the  minor  scale. 

iThe  term  "basic"  as  used  throughout  this  workbook,  refers  to 
notation  in  its  fundamental  state,  that  is,  unaltered. 

2An  interval  is  the  pitch  difference  between  two  tones  (or  the 
alphabetical  distance  between  two  notes). 

Drill  problems  for  Lesson  9  appear  on  Page  67 
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The  Major  Scale 


The  major  scale  is  a  direct  alphabetical  succession  of 
eight  tones.   The  interval  between  the  1st  and  2nd,  2nd  and  3rd, 
4th  and  5th,  5th  and  6th,  and  6th  and  7th  scale  degrees  (notes) 
is  a  whole-step.   The  interval  between  the  3rd  and  4th,  and  7th 
and  8th  scale  degrees  is  a  half-step.   (The  "Ionian"  mode  fits 
this  pattern. ) 


The  C  Major  Scale. 
2    5^~^4   5   6   7 


8 


UT 


0*  °i 


I 


gj°t 


re 


-**i 


This  is  called  the  "C  major  scale"  from  the  name  of  the  note' 
upon  which  it  starts  and  ends.   A  composition  which  makes  use  of 
this  scale  is  said  to  be  "in  the  key  of  C  major". 

All  of  the  seven  basic  scales  may  be  transformed  into  major 
scales  by  the  use  of  accidentals;  however,  the  above  order  of 
whole  and  half-steps  must  be  adhered  to. 

(Ex.  36)  The  D  Major  Scale.    (Ex.  37)  The  pb Major  Scale. 

1   2  f^k      5   6   7^8      1   2   5^%   5   6   7^8 

1$  ,I^l»».^^4ut.1,.|.f"r'.iLff 


Ear  Training 


1. 
2. 
3. 


Listen  to  major  scales  and  learn  to  identify  them  by  ear. 

Sing  major  scales  starting  on  any  given  tone. 

Write  major  scales  on  the  staff  in  whole  notes.   Drill  as 
follows : 


(a)  Establish  the  tonality  by  first  playing  the  scale. 

(b)  Point  to  various  notes  and  sing  the  note  to  which  you 
pointed . 

(c)  Check  your  accuracy  by  occasionally  playing  the  notes 
you  sing. 

4.  Sight  singing  of  melodies  based  primarily  upon  the  major 
scale . 

5.  Melodic  dictation  of  melodies  based  primarily  upon  the 
major  3cale. 
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Keyboard . 

1.  Continue  drill  of  Lesson  5. 

2.  Spell  and  play  all  major  scales  (ascending  and  descending). 
The  following  procedure  will  facilitate  the  playing  of 
scales  for  the  beginning  student: 

(a)  The  major  scale  is  composed  of  two  tetrachords  .   The  lower 
tetrachord  is  constructed  the  same  as  the  upper.   The  two 
are  joined  by  a  whole-step.   This  is  illustrated  in  Ex.  38. 


(Ex.  38)  The  D  Major  Scale 


lower  tetrachord  upper  tetrachord 
I 


ir 


12545678 


1 


gj|  |1 


e  i?  J?a7° 1 


"A  tetrachord  is  a  diatonic  series  of  four  tones.   Scale  degrees 
1,  2,    3,  and  4  are  called  the  lower  tetrachord;  5,  6,  7,  and*8 
the  upper  tetrachord. 
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Lesson  10.   Key  Signatures  (Major  Tonality) . 

America,  a  part  of  which  is  shown  in  Example  20,  is  in  the 
key  of  5  major.   (The  notes  used  in  this  melody  are  those  found 
only  in  the  G  major  scale.   Also  the  final  note  of  America  is 
"G".)   Since  this  melody  is  written  in  the  key  of  G  major,  it  is 
necessary  to  place  a  sharp  before  every  "F" .   To  avoid  this  con- 
tinued use  of  a  sharp  before  each  "F",  the  sharp  is  placed  on  the 
fifth  line  just  after  the  clef  sign  and  before  the  time  signature. 
Every  "F"  occurring  in  the  composition  will  then  be  played  as  an 
MF  sharp"  unless  indicated  otherwise  by  another  accidental. 

(Ex.  39) 


mm 


^m$ 


m 


The  use  of  a  key  signature1  is  the  usual  procedure  in  writing 
music  in  this  period  of  traditional  harmony,  the  sharps  or  flats 
used  in  the  key  being  grouped  together  and  placed  immediately 
after  the  clef  sign. 

Note  on  Accidentals . 

Tones  foreign  to  the  key  are  often  found  in  music.   These 
tones  assume  a  character  of  secondary  importance  and  have  no  direct 
bearing  upon  the  tonality.   Ex.  40,  below,  is  in  the  key  of  B^  major. 


't/ 

"E  natural" 


"G  flat" 

"G  natural" 


Any  accidental  placed .before  a  note  affects  not  only  that 
note  but  all  other  notes  on  that  line  or  space  throughout  the 
measure  (Ex.  40).   In  the  example  above,  note  that  the  "G  fj.at" 
in  the  third,  measure  has  been  tied  into  the  "G  flat"  of  the  next 
measure.   The  second  "G"  in  the  fourth  measure,  however,  becomes 
a  "G  natural".   It  would  be  wise  here,  for  the  sake  of  accurate 
performance,  to  place  a  "precautionary  accidental"  (a  natural 
sign  in  this  case)  before  this  second  "G"  in  the  fourth  measure. 


l-The  key  signature  is  "the  sign  composed  of  one  or  more  sharps  or 
flats,  placed  after  the  clef  at  the  beginning  of  a  staff  to  desig- 
nate the  key" . -Webster 

Drill  problems  for  Lesson  10  appear  on  Page  69 


The  key  signatures  for  all  major  keys  should  be  memorized. 
Learn  the  number  of  sharps  or  flats  in  the  signature  and  their 
order  and  place  upon  the  staff. 

Aids  for  Learning  the  Major  Key  Signatures . 

1.   (a)   If  one  begins  with  the  key  of  C  and  progresses  through 
one  sharp,  two  sharps,  three  sharps,  etc.,  each  new  key 
will  begin  on  the  5th  scale  degree  of  the  former  key. 

(b)   If  one  begins  with  the  key  of  C  and  progresses  through 
one  flat,  two  flats,  three  flats,  etc.,  each  new  key 
will  begin  on  the  4th  scale  degree  of  the  former  key. 

This  is  best  illustrated  by  the  circle  of  fifths. 

(Ex.  41)   The  Circle  of  Fifths. 
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3.  Notice  in  Ex.  41  that  in  the  sharp  keys  (keys  whose  signatures 

^ntain  sharps)  that  each  new  sharp  is  added  to  the  preceding 
signature  and  is  the  sharped  fourth  scale  degree  of  the  pre- 
ceding scale.   It  is  the  7th  scale  degree  of  its  own  scale. 

4.  In  the  flat  keys  each  new  flat  is  also  added  to  the  preceding 
signature  but  is  the  7th  scale  degree  of  the  preceding  scale 
and  the  4th  scale  degree  of  its  own. 

5.  Each  sharp  added  is  a  perfect  fifth  above  (or  a  perfect 
fourth  below)  the  last. 

6.  Each  flat  added  is  a  perfect  fifth  below  (or  a  perfect  fourth 
above)  the  last. 

7 .  _In  determining  the  key  from  the  signature : 

(a)  The  major  key  is  a  half -step  above  the  last  sharp  in 
the  signature,  or 

(b)  The  major  key  is  identical  in  name  with  the  next  to  the 
last  flat  in  the  signature. 


Note:   In  writing  key  signatures,  care  should  be  taken  to  write 
the  sharps  or  flats  in  the  proper  order  on  the  staff. 
Also  place  them  on  the  proper  line  or  space.   Do  not  crowd! 


Ear  Training. 

1.  Continue  drill  of  Lesson  9. 

2.  While  playing  familiar  melodies  at  the  keyboard,  stop  at  various 
places  in  the  melody  and  hum  the  tonic  note.   (Check  by  playing 
the  tonic  note  on  the  piano.) 


Keyboard 


1.   Continue  drill  of  Lessons  5  and  9. 
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Lesson  11.   Minor  Scales. 


The  minor  scales  are  also  a  direct  alphabetical  succession 
of  eight  tones.   The  intervalic  relationship  between  these  tones, 
however,  differs  from  that  of  the  major  scale. 

A  minor  key  has  no  signature  of  its  own  but  borrows  the  key 
signature  from  the  major  key  which  is  the  most  closely  related. 

Relative  Keys . 

The  scale  of  "C  major"  --cdefgabc--  differs  only 
from  the  nA  minor"  scale  -  -a  b  c  d  e  f  g  a-  -  in  its  tonic  note 
(Ex.  42) . 

(Ex.  42) 


(Key  center) 
6         7^   1 


8 


The  key  of  "A  minor"  is  said  to  be  the  relative  minor  of  "C 
major".  Similarly  the  key  of  "C  major"  is  the  relative  major  of 
"A  minor" . 


The  tonic  note  of  every  minor  key  is  lj  steps  below  the 
tonic  note  of  its  related  major.   (It  is  indentical  with  the 
6th  scale  degree  of  its  related  major.)   Thus  the  "G  minor" 
scale  is  related  to  "Bfc  major"  and  uses  the  key  signature  of 
"Bb  major" . 

(Ex.  43)   The  "G  minor"  Scale. 


a     q 


5  9 


g=^=i 


Drill  problems    for  Lesson  11   appear  on  Page   71 
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The  Three  Forms  of  Minor  -  -  Pure ;  Harmonic ;  and  Melodic. 

The  minor  scales  previously  explained  (Exs.  42  and  43)  are 

those  whose  tones  follow  exactly  the  key  signature  of  their  rela' 

tive  major.   This  form  is  called  pure  minor  (normal  minor,  or 
aeolian  minor) . 

(Ex.  44)     The  MC  minor"  Scale  (Pure  Form) 


i 


k 


8 


B 


i  o    i  I  i  S   *  °    l 


y  i  °^° 


Often,  due  to  harmonic  principles  (which  are  studied  in 
harmony),  the  7th  scale  degree  is  raised  a  half-step.   This  form 
of  minor  is  called  harmonic  minor. 

(Ex.  45)     The  "C  minor"  Scale  (Harmonic  Form) 


6  +  7 


8 


-©-  1  o 


P    xm  i  9  t"=j 


*=* 


The  awkward  ij  step  interval  between  scale  degrees  6  and  7 
in  the  harmonic  minor  scale  is  usually  avoided  in  melodic  writing 
by  the  following  alterations  of  the  pure  form  of  the  minor  scale: 

(a)  In  ascending,  the  6th  and  7th  scale  degrees  are  raised  a 

half-step . 

(b)  In  descending,  the  6th  and  7th  scale  degrees  return  to  the 
pure  form. 

This  scale  is  called  the  melodic  minor. 

(Ex.  46)   The  "C  minor"  Scale  (Melodic  Form) 


8    8 


t 


k 


2   1 


s 


TPT" 


a 


jr^U"  i "  rv»  p  x 


BC 


re  !-&- 
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Parallel  Keys. 

Scales  which  have  the  same  tonic  notes  but  are  different  in 
mode  are  said  to  be  parallel,  or  homo tonic .   For  example,  "E 
minor"  is  parallel  to  ,TE  major",  but  is  relative  to  "G  major". 


Ear  Training. 

1.  Listen  to  the  three  forms  of  minor  scales  and  learn  to  iden- 
tify them  by  ear. 

2.  Sing  minor  scales  (three  forms)  starting  on  any  given  tone. 


3.   Drill  on  minor  tonality  as  outlined  in  Lesson  9  (Ear  Training 
No.  3)  . 


4.   Sight  singing  of  minor  melodies 


5.   Melodic  dictation  of  minor  melodies. 


Keyboard. 


Spell  and  play  the  pure  minor  scale  (ascending  and  descending), 
beginning  on  every  note.   (Follow  the  tetrachord  system  out- 
lined in  Lesson  9,  page  25,    making  necessary  intervalic  adjust- 
ments . ) 


2.   Spell  and  play  'the  harmonic  minor  scale  (ascending  and  de- 
scending), beginning  on  every  note. 


3.   Spell  and  play  the  melodic  minor  scale  (ascending  and  de- 
scending), beginning  on  every  note. 
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UNIT  FOUR:   CHORD  STRUCTURE 
Lesson  12.   Basic  Triads . 

Three  or  more  tones  may  be  combined  to  form  a  chord .   The 
choice  of  such  tones  is  primarily  dictated  by  aesthetics;   how- 
ever, our  sense  of  taste  is  strongly  influenced  by  the  harmony 
of  the  18th  and  19th  century.   Chords  of  this  period  were  built 
upon  the  tertian  system  --  a  system  which  builds  chords  in  thirds-*- 

By  taking  every  other  note  in  the  basic  scale  alphabet  (a  b 
c  d  e  f  g)  we  arrive  at  the  basic  chord  alphabet; 


e 


S 


The  combining  of  all  three  adjacent  tones  in  the  chord 
alphabet  results  in  the  following  seven  basic  triads^: 


ace   ceg   egb   gbd   bdf   dfa 


fac 


These  basic  triads,  with  the  exception  of  "bdf",  can  be  con- 
sidered as  being  the  1st,  3rd,  and  5th  scale  degrees  of  a  major 
or  minor  scale.   Those  which  fit  the  1-3-5  pattern  of  the  major 
scale  are  known  as  major  triads,  and  those  which  fit  the  1-3-5 
pattern  of  the  minor  scales  are  known  as  minor  triads.   The 
"bdf"  triad  is  called  a  diminished  triad.   (This  triad  is  ex- 
plained in  Lesson  15.) 

The  seven  basic  triads  are  thereby  classified  as  follows: 

(Ex.  47) 


Major 

Minor 

Diminished 

fac   ceg  gbd 

dfa   ace   egb 

bdf 

A  fourth  type  of  triad,  the  augmented  triad,  does  not  occur 
as  one  of  the  basic  triads.   (This  triad  is  explained  in  Lesson 
16.) 


1 


The  interval  of  a  third  occurs  between  any  two  adjacent  notes 
in  the  basic  chord  alphabet,  irrespective  of  chromatic  inflec 
tion.   For  example:   C  up  to  E;  C  up  to  Efr  ;  C#  up  to  E;  etc. 


'A  triad  is  a  chord  consisting  of  three  different  tones. 
Drill  problems  for  Lesson  12  'appear  on  Page  75 


30 


Ear  Training* 

1.  Continue  drill  on  the  past  exercises. 

2.  Ear  Training  on  triads  is  deferred  until  Lesson  13. 


Keyboard. 

1.  Spell  and  play  the  three  basic  major  triads.  For  the  present 
play  all  triads  with  the  right  hand  --  thumb  on  the  root,  3rd 
finger  on  the  3rd,  and  the  5th  finger  on  the  5th.   (See  Ex.  49.) 

For  example:   Play  an  F  major  triad. 


I 


i 


"*"  5th  finger 
3rd  finger 
thumb 


2.  Spell  and  play  the  three  basic  minor  triads. 

3.  Spell  and  play  the  one  basic  diminished  triad 


Instructional  Note: 


In  Lessons  13  through  16  the  four  triad  types  are  presented. 
If  the  study  of  ear  training  is  correlated  with  the  written  work 
it  is  essential  to  drill  on  each  type  triad  (until  it  can  be 
heard  in  any  position  or  inversion)  before  proceeding  to  the 
next . 


Progress  from  this  point  on  will  be  tedious  and  slow  due 
to  the  drill  necessary  for  the  aural  assimilation  of  each  triad 
type.   It  will,  therefore,  probably  be  desirable  to  take  up 
Lessons  17,  18  and  19  during  the  aural  study  of  Wesson  13. 
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Lesson  15.   The  Major  Triad. 

Each  of  the  seven  basic  triads  may  be  transformed  into  a 
ma j or  triad  by  chromatic  alteration.   Ex.  48  shows  the  possi- 
bilities with  the  basic  triad  "dfa" .   (The  root  of  the  chord 
has  not  been  double  flatted  or  double  sharped.) 

(Ex.  48) 


I 


*l 


± 


T 


% 


t 


I 


I 


D  Major    Db  Major    D#  Major 


Preliminary  Method  for  Spelling  the  Major  Triad1. 

In  spelling  major  triads  think  the  1st,  3rd,  and  5th  scale 
degrees  of  a  ma j or  scale.   For  example:  Spell  an  "Ab  major" 
triad.   Think  the  Ab  major  scale  and  write  down  the  1st,  3rd, 
and  5th  of  the  scale  thus:  ab   c    eb  • 

This  in  turn  may  be  transferred  to  the  staff: 
(Ex.  49) 
fl      ,  . the  fifth 

«J  "       the  root  (fundamental) 


The  components  of  a  triad  are  named  as  in  Ex.  49.  This 
triad  is  called  an  "Ab  major"  triad.  The  chord's  name  is  de 
rived  from  the  root  of  the  chord.  Any  order  or  combination 
of  the  tones  ab  c  .e  b  constitutes  an 
following  are  all  "Ab  major"  triads, 
the  triad  component.) 

(Ex.  50) 


"Ab  major"  triad.   The 
(The  numbers  indicate 


SL 


¥¥ 


i+ 


Ea=x 


f*=t 


fr-fr      X 


++ 


ffi 


F5 
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■^-Other  methods  of  chord  spelling  will  suggest  themselves  after 
the  study  of  intervals. 

Drill  problems  for  Lesson  13  appear  on  Page  77 


Ear  Training 


i 


2. 


4. 


Sing  a  major  triad  considering  any  given  tone  as  the  root. 
Example:   Given  MG"  as  the  root  of  a  major  triad: 

pla7  Sing  Check  by 

playing 


h 


^m 


t 


5551 

Sing  a  major  triad  considering  any  tone  as  the  5th. 
Example:   Given  MC"  as  the  5th  of  a  major  triad: 

Play  Sing  Check  by 

playing 


I 


XL 


XL 


^S 


5      5     15     5 

3.   Sing  a  major  triad  considering  any  tone  as  the  3rd. 
Example:   Given  "GM  as  the  3rd  of  a  major  triad: 


Play 


Sing 


i 


I 


Check  by 
playing 


W 


SE 


51555 


i 


* 


f 


1 


Instructor  plays  major  chords  in  all  positions"1"  and  in- 
versions .   Student  indicates  he  has  heard  a  major  triad  by 
writing  a  capital  "MM .   The  number  placed  above  the  "M" 
refers  to  the  top  part  (soprano),  and  the  number  placed 


below  the 
example : 


mmm 


refers    to    the    lowest   part    (bass). 
O  ^>  ffs  fr 


t1 


or 


/7s 


Instructor  plays: 


F3? 


I 


7 


i=E£ 


bfl    f   Ff 


£ 


>B 


Student  writes: 


1 
M 

1 


1 
M 

5 


1 
M 

5 


5 
M 

1 


5 
M 
1 


1 
M 

5 


Position  of  the 
Position  of  the 
Position  of  the 


octavesroot  in  the  soprano 
third  =  3rd  in  the  soprano 
fifth  =  5th  in  the  soprano 


'Root  position=root  in  the  bass 
1st  inversion=3rd  in  the  bass 
2nd  inversion=5th  in  the  bass 
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5.  -Instructor  announces  a  tone  which  is  to  be  played  in  the 

soprano.   He  plays  a  major  triad  with  the  given  tone  in  the 
soprano.   Student  hears  given  tone  as  1,  3,  or  5  and  there- 
by spells  the  triad  that  was  played  by  the  instructor. 
For  example:   Given  tone:   "A"  in  the  soprano. 


Instructor 
plays : 


I 


JZ. 


*F=ff 


Student  writes  down  given 
note.  He  listens  for  the 
soprano  which  will  sound 

1,  3,  or  5  --  that  is,  it 
will  fit  into  one  of  the 
patterns  of  Exercises  1, 

2,  or  3  Above .   Student 
spells  chord. 


Final  result  of  drill:   a5-  d  f# 


6.  Sight  singing  of  major  melodies  built  primarily  on  major 
triad  structure. 

7.  Melodic  dictation  of  major  melodies  built  primarily  on  major 
triad  structure. 


Keyboard . 

1.   Spell  and  play  major  triads  with  any  given  tone  as  1,  3,  or 
5.   For  example:   Play  a  major  triad  whose  3rd  is  "G". 
Play:   e  b  g   bb  . 


Instructional  Note. 


The  study  of  part-writing,  harmony  and  harmonic  dictation 
may  be  introduced  at  this  time  if  it  is  desired.   However,  this 
•study  should  be  limited  to  the  major  triads  until  the  others 
have  been  introduced  as  isolated  chord  types. 

Also,  if  this  work  is  introduced,  the  keyboard  exercises 
become  much  more  complex.   In  this  dase  they  would  parallel  the 
Written  work  in  harmony.   (Suggested  drill:   Figured  basses, 
melody  harmonization,  harmonic  progressions,  transposition, 
score  reading,  modulation,  etc.) 
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Lesson  14 .   The  Minor  Triad . 

Each  of  the  seven  basic  triads  may  be  transformed  into  a 
minor  triad  by  chromatic  alteration.    Ex.  51  shows  the  possi- 
bilities with  the  basic  triad  "dfa" . 


(Ex.  51) 


* 


P 


m 


f 


Db  Minor 


Already  D  Minor 


D#  Mi 


nor 


Preliminary  Method  for  Spelling  the  Minor  Triad. 

In  spelling  minor  triads  think  the  1st,  3rd,  and  5th  scale 
degrees  of  a  minor  scale.   For  example:   Spell  an  "F  minor" 
triad.   Think  the  MF  minor"  scale  and  write  down  the  1st,  3rd, 
and  5th  of  the  scale  thus:  f  ab   c  . 


Ear  Training. 

1.   Parallel  Ear  Training  Exercises  1-7,  Lesson  13.   Major 

and  minor  triads  may  now  be  mixed  in  aural  drill  exercises. 


Keyboard . 

1.   Spell  and  play  minor  triads  with  any  given  tone  as  1,  3,  or  5. 


Instructional  Note: 


The  minor  triad  may  now  be  added  if  part-writing,  harmony, 
and  harmonic  dictation  were  introduced  after  Lesson  13.   But 
first,  skill  should  be  acquired  in  aural  recognition  of  the  minor 
triad  in  all  positions  and  inversions. 

Drill  problems  for  Lesson  14  appear  on  Page  79 
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Lesson  15.   The  Diminished  Triad. 

Each  of  the  seven  basic  triads  may  be  transformed  into  a 
diminished  triad  by  chromatic  alteration.   Ex.  52  shows  the 
possibilities  with  the  basic  triad  "df a" . 

(Ex.  52) 


I 


h§     i  n    ^p 


D  Diminished    Db  Diminished    D#  Diminished 


Preliminary  Method  for  Spelling  the  Diminished  Triad. 

In  spelling  diminished  triads  think  a  minor  triad  and  then 
lower  the  5th  a  half-step.   For  example:   Spell,  an  "A  diminished" 
triad.   Think  the  ffA  minor"  triad   —  ace   --  and  lower  the 
5th  a  half-step:   a  c  eL 


Ear  Training. 

la   Parallel  Ear  Training  Exercises  1-7,  Lesson  13.   Major, 

minor,  and  diminished  triads  may  now  be  mixed  in  aural  drill 
exercises . 


Keyboard. 

1.   Spell  and  play  diminished  triads  with  any  given  tone  as  1, 
3,  or  5. 


Instructional  Note: 
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The  importance  of  the  diminished  triad  is  considerably 
less  than  that  of  the  major  and  minor  triads.   Therefore,  time 
spent  in  drill  should  be  proportionately  decreased. 

After  skill  has  been  acquired  in  aural  recognition  of  the 
diminished  triad,  it  may  be  introduced  into  the  study  of  part- 
writing,  harmony,  and  harmonic  dictation. 

Drill  problems  for  Lesson  15  appear  on  Page  81 


Lesson  16.   The  Augmented  Triad. 

Each  of  the  seven  basic  triads  may  be  transformed  into  an 
augmented  triad  by  chromatic  alteration.   Ex.  53  shows  the  possi. 
bilities  with  the  basic  triad  "fac". 

(Ex.  53) 


E 


m 


m 


4 


H 


F  augmented   Fb  augmented   F$  augmented 


Preliminary  Method  for  Spelling  the  Augmented  Triad: 

In  spelling  augmented  triads  think  a  major  triad  and  raise 
the  5th  a  half -step.   For  example:   Spell  an  "Ab  Augmented" 
triad.   Think  the  "Ab  major"  triad  --  aJ>   c    ej>--  and  raise  the 
5th  a  half-step:   ai>  c   eb  . 


Ear  Training. 


1. 


Parallel  Ear  Training  Exercises  1-7,  Lesson  13.   Major, 
minor,  diminished,  and  augmented  triads  may  now  be  mixed  in 
aural  drill  exercises.   The  drill  exercises  on  the  augmented 
triad  should  be  limited  to  chords  in  root  position.   Due  to 
this  equi-distant  chord,  it  is  impossible  to  hear  inversions. 
In  listening  to  soprano  position,  compare  the  soprano  tone  to 
that  of  the  bass. 


Keyboard. 

1.   Spell  and  play  augmented  triads  with  any  given  tone  as  1,  3, 
or  5 . 


Instructional  Note: 


Like  the  diminished  triad,  the  augmented  triad  is  less  im- 
portant than  the  major  and  minor.   Time  spent  on  drill  exercises 
should  be  less. 

After  a  certain  amount  of  skill  has  been  acquired  in  aural 
recognition  of  the  augmented  triad,  it  may  be  introduced  into 
the  study  of  part-writing,  harmony,  and  harmonic  dictation. 
But  there,  too,  its  use  is  limited. 

Drill  problems  for  Lesson  16  appear  on  Page  83 


37 


Lesson  17.   Intervals . 

As  stated  in  the  footnote  on  page  21,  "An  Interval  Is  the 
pitch  difference  between  two  tones  (or  the  alphabetical  distance 
between  two  notes)".   The  alphabetical  distance  between  two  notes 
first  classifies  intervals  into  primes,  2nds,  3rds,  4ths,  5ths, 
6ths,  7ths,  and  octaves.   Ex.  54  illustrates  the  naming  of  these 
basic  intervals. 

(Ex.  54) 


w=\ 

-n 

— o — 

a 

6 

[ — o — N 

J      -69- 

o 

-eP- 

-^$=— 

-e- 

-e- 

-e- 

-# 

— 0 — 

ft) 

a 

6 

a 

— e — 

*3 OB 

-6 

B* 

» 

— 5 — 

0 

0 

c 

0 

"fe 

a 

a 

— © 

a 

0 

C — i 

m — & — ! 

1 — gp. — 1 

1 g 1 

i — e 1 

— 0 1 

1 o 1 

— e ' 

o — 11 

Primes        2nds 
(or  unisons) 


3rds    4ths    5ths 


6ths   7ths 


octaves 


The  use  of  accidentals  does  not  change  the  basic  interval 
spelling.   The  following  intervals  are  all  2nds: 

(Ex.  55) 


*=P* 
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It  is  obvious  that  all  of  the  above  2nds  are  not  the  same 
distance  apart. 

Between  f  and  g  is  a  whole-step. 
Between  f  and  g#is  a  step-and-a-half . 
Between  ffand  g#is  a  whole-step. 
Between  ft  and  g  is  a  half-step. 
Drill  problems  for  Lesson  17  appear  on  Page  85 


This  discrepancy  necessitates  a  further  classification  of 
intervals  --  a  classification  dependent  upon  the  number  of  whole- 
steps  and  half-steps  involved. 

Intervals  Based  Upon  the  Major  Scale. 

Only  perfect  and  major  intervals  occur  between  the  keynote 
and  the  other  degrees  of  the  major  scale:   (P=  perfect;   M=  major- 
m=  minor;  d  =  diminished;  A  =  augmented.   Therefore,  M  3= manor  3rd  • 
P  4  =  perfect  4th;   etc.) 

(Ex.  56) 


-ee- 


pi 


1^ 

M2 


* 


M3 


P4 


P5 


M6 


M7 


P8 


1.   In  the  major  scale  (Ex.  56)  primes,  4ths,  5ths,  and  octaves 
are  called  perfect .   If  these  intervals  are  chromatically 
altered  to  Increase  their  size  a  half-step  they  become  aug- 
mented .   If  they  are  chromatically  altered  to  decrease  their 
size  a  half-step  they  become  diminished . 

(Ex.  57) 


s 


WTW 


Diminished  5th 


Perfect  5th 


B 


I 


Augmented  5th 


(Since  the  spelling  is  basically  MCM 
must  be  classified  as  5ths.) 


up  to  "G",  the  intervals 


2.   In  the  major  scale  (Ex.  56)  2nds,  3rds,  6ths,  and  7ths  are 
called  ma  j or .   If  these  intervals  are  chromatically  altered 
to  increase  their  size  a  half-step  they  become  augmented  . 
If  they  are  chromatically  altered  to  decrease  their  size-  a 
half-step  they  become  minor.   If  their  size  is  further  de- 
creased a  half-step  they  become  diminished . 

(Ex.  58) 


fe 


-©*- 


E 


IT    If*7 

Minor  6th 


a: 


I 


-0- 

Ma jor  6th 


-©*- 


m 


Augmented  6th 


(Diminished  intervals  are  limited  to  4ths,  5tha,  7ths,  and 
occasionally  3rds  .   Augmented  intervals  are  limited  to  2nds, 
4ths,  5ths,  and  occasionally  6ths.   Avoid  writing  intervals  that 
are  enharmonic  with  perfect  intervals.) 
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Note:   Perfect  intervals  never  become  major  or  minor  intervals. 
Neither  major  nor  minor  intervals  become  perfect. 

The  above  is  diagramed  in  Ex.  59. 

(Ex,  59) 


Diminished 


-».  Perfect  «<- 


(Primes,  4ths,  5th«,  octaves) 


>  Augmented 


Diminished-*- 


->-  Minor  <- 


■— >  Major  -<- 
(2nds,  Jrds,  6ths,  7ths  ) 


>  Augmented 


increase  in  size  by  half-steps 
decrease  in  size  by  half-steps 


Intervals  may  be  melodic  or  harmonic. 


(Ex.  60)   Melodic  Intervals       (Ex.  61)   Harmonic  intervals 


3t 


m 


i 


I 


M 


i 


M3 


A2 


P4 


M3 


A2 


P4 
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Inversion  of  Intervals  --  Two  Rules. 


1.   Primes  invert  to  octaves  --  octaves  invert  to  primes: 


2nds    invert  to  7ths     --  7ths     invert  to  2nds :   1 


i 


ZZCL 


3rds    invert  to  6ths 


6ths     invert  to  3rds :   2 


I 


7& 

8 


zh: 


IT 

"7 


i  v+ 


-e- 


4ths    invert  to  5ths     --  5ths     invert  to  4ths:    3 


i  4- |j"  i 


2.   Perfect  intervals  invert  to  perfect  intervals: 


Major  intervals  invert  to  minor  intervals  -- 
Minor  intervals  invert  to  major  intervals: 


[y  W3  ° 


Augmented  intervals  invert  to  diminished  intervals  --If      m 
Diminished  interval's  invert  to  augmented  intervals: 


Examples  of  the  Way  the  Two  Rules  Combine: 


¥ 


}  w  5ff 


A   perfect   4th 


1 


m 


P4 


A  ma  j  or   3rd 

&        H        53 


M3 


A  diminished  7th 


■  j)   b  u 


d7 


inverts  to  a  perfect  5th: 


inverts  to  a  minor  6tn: 


~    P5 


jj  .  I»  "        3 


m6 


inverts  to  an  augmented  2nd: 


A2 
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Ear  Training* 

1.  Learn  to  identify  the  various  intervals  by  the  following 
methods : 

(a)  The  octave  --  Strike  a  note  on  the*  piano.   Sing  first 
that  tone  then  the  octave  above  or  below. 

(b)  The  major  third  --  From  any  given  tone  sing  a  major  third 
above  by  thinking  1  up  to  3  in  a  major  triad.   Sing  a  major 
third  below  by  thinking  3  down  to  1  in  a  major  triad. 

(c)  The  perfect  fifth  --  From  any  given  tone  sing  a  perfect 
fifth  above  by  thinking  1  up  to  5  in  a  major  triad.   Sing 
a  perfec't  fifth  below  by  thinking  5  down  to  1  in  a  major 
triad. 

(d)  The  minor  third  --  From  any  given  tone  sing  a  minor  third 
above  by  thinking  1  up  to  3  in  a  minor  triad.   Sing  a  minor 
third  below  by  thinking  3  down  to  1  in  a  minor  triad. 

(e)  The  augmented  fifth  --  From  any  given  tone  sing  an  augmented 
fifth  above  by  thinking  1  up  to  5  in  an  augmented  triad. 

(f)  The  diminished  fifth  --   From  any  given  tone  sing  a  dimin- 
ished fifth  above  by  thinking  1  up  to  5  in  a  diminished  triad. 
Sing  a  diminished  fifth  below  by,  thinking  5  down  to  1  in  a 
diminished  triad. 

(g)  The  perfect  fourth,  ma j or  «and  minor  sixth,  and  ma j or  and 
minor  seventh  can  best  be  learned  by  studying  them  as  they 
relate  to  the  scale.   Refer  ag'ain  to  the  Ear  Training  Exercise 
3,  Lesson  9. 

2.  For  those  intervals  which  occur  in  the  scale,  it  is  helpful 
to  note  which  scale  degrees  are  the  most  active,  and  how  they 
gravitate  towards  a  less  active  tone.   For  example,  the  4th 
scale  degree  wants  to  move  to  the  3rd  scale  degree;  the  7th 

to  the  8th;  the  2nd  to  the  root  (or  sometimes  to  the  3rd);  etc. 

3.  For  those  intervals  which  do  not  occur  in  the  major  or  niinor 
scale  it  is  helpful  to  consider  such  altered  tones  as  being 
non -harmonic .   Listen  to  the  implied  resolution. 

Keyboard . 

1.  Play  familiar  melodies  whose  introductory  motives  are  based 
on  the  above  intervals. 

2.  Play  basic  intervals  above  and  below  any  given  white  note  on 
the  piano.   Play  first  as  a  melodic  then  as  a  harmonic  interval. 

3.  Play  the  following  intervals  above  and  below  any  given  note: 
P  1,  M  2,  M  3,  P  4,  M  6,  M  7,  P  8.   (Refer  again  to  Ex.  56). 

4.  Play  any  interval  above  any  given  note.   (Use  the  method  sug- 
gested in  Ex.  56,  p.  39,  making  any  necessary  adjustments  — 
decreasing  or  increasing  the  size  of  the  interval  --  when  a 
minor,  diminished,  or  augmented  interval  is  desired.) 
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Lesson  18.   Inversion  of  Triads;   Figured  Bass 


A  triad  with  its  root  in 
root  position;  with  the  chord 
first  inversion;  and  with  the 
second  inversion. 

(Ex.  62) 


the  lowest  part  is  said  to  be  in 
third  in  the  lowest  part  it  is  in 
chord  fifth  in  the  lowest  part  in 


I 


I 


£ 


W 


Root  position 


1st  inversion 


2nd  inversion 


A  system  of  indicating  the  inversion  of  a  chord,  called 
"figured  bass",  is  in  general  usage.   This  system  indicates  the 
intervals  which  occur  from  the  bass  (or  lowest)  part  up  to  each  of 
the  above- parts. 


(Ex.  63) 


I 


£ 


J: 


* 


5 
3 


5 
3 


6 
3 


6 
3 


6 
4 


6 
4 


The  figuring  is  usually  reduced  to  its  minimum  essentials 
No  number  is  used  if  triads  are  in  root  position;  only  a  "6" 
if  they  are  in  1st  inversion;  and  the  "6"  if  they  are  in  2nd 
inversion.  4 


(Ex.  64) 


fe 


5 


Z- 


6        6 
4 

(A  chord  in  1st  inversion  is  called  a  "chord  of  the  sixth" 
and  one  in  2nd  inversion  a  "six-four  chord".) 


1 


In  this  chord  the  interval  from  MF"  up  to  "A"  is  the  interval 
of  a  10th,  but  more  often  it  is  called  a  "3rd"'  since  it  is 
octave  plus  a  "3rd"  .   In  this  case  it  is  known 
interval • 


as 


an 
a  compound 


Drill  problems  for  Lesson  18  appear  on  Page  87 
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The  kinds  of  intervals  which  occur  above  the  lowest  part 
(3rds,  4ths,  5ths,  or  6ths)  --  and  therefore,  the  type  chord  -- 
are  dictated  by  the  key  signature. 


(Ex. 


P 


65) 

o 


B" 


£< 


♦ 


* 


s 


f 


5 


6 
4 


6 
4 


Alterations  can  be  indicated  in  this  system  by  placing  the 
appropriate  accidental  before  the  number  representing  the  altered 

note-  (Ex-.    66) 


±t 


Pf 


^^ 


m 


± 


£ 


$6 
#3 


#6 
4 


6 


>5 


#5 
#3 


It  will  be  noted  in  Ex.  66  that  (a)  partial  or  complete  fig- 
uring is  often  necessary  to  indicate  the  alteration,  (b)  an  acci- 
dental standing  alone  refers  to  the  third  above  the  lowest  part; 
for  example:  p  =  ^3;  #  =  #3,  and  (c)  any  alteration  of  the  lowest 
part  need  not  be  indicated  since  that  part  is  always  given  in  the 
"figured  bass".  Remember,  in  this  system,  that  the  figures  refer 
to  the  interval  above  the  lowest  part . 

Ear  Training. 


1. 
2. 


Continue  drill  of  the  exercise  on  triad  recognition. 

Continue  drill  on  chord  spelling  from  the  soprano,  Exercise 
5,  page  34.   Indicate  the  inversion  by  use  of  "6"  for  1st 
inversion,  and  "6"  for  2nd.   For  example: 

a  3   -   f  a  c  I   ■ 


3.   Continue  drill  on  intervals. 


Keyboard. 

1.   Play  major  triads  in  first  inversion.   For  example:   Play  a 
"G  major"  triad. 


5th  finger 
2nd  finger 
thumb 


2.  Play  minor  triads  in  first  inversion.   Finger  as  above. 

3.  Play  diminished  triads  in  first  inversion.   Finger  as  above. 

4.  Play  major  triads  in  second  inversion,   ^or  Example:   Play 
a  MG  major"  triad: 


5th  finger 
-   3rd  finger 


thumb 


5. 
6. 

7. 


Play  minor  triads  in  second  inversion.   Finger  as  above. 

Play  diminished  triads  in  second  inversion.   Finger  as  above. 

Continue  the  following  drill  exercise  chromatically  through 
the  octave.   (Tlay  with  the  right  hand  alone,  using  the  finger> 
ing  indicated  in  previous  inversions.) 


i 


i 


i 


* 


>  i  I  ^  \  frf  1 1'4* 


8.  Play  the  above  keyboard  drill  exercise  (No.  7)  with  the  left 
hand,  an  octave  lower. 

9.  Play  a  sequence  of  minor  triads,  similar  to  Exercise  7  above, 
with  the  right  hand. 


10.   Play  a  sequence  of  minor  triads,  similar  to  Exercise  7  above, 
with  the  left  hand. 
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Lesson  19.   Triads  as  Chords  Within  a  Tonality, 


The  use  of  scales  to  establish  a  tonality  was  discussed  in 
Lesson  9.   Three  triads  (major  or  minor)  with  their  roots  a  per- 
fect fifth  apart,  will  also  establish  a  tonality,  with  the  tonic 
note  being  identical  with  the  root  of  the  middle  chord. 

(Ex.  67) 


i 


? 


? 


the 


Key  of  Bb  Major 

Notice  that  the  Bb  major  scale  may  be  derived  directly  from 
notes  of  the  atrove  three  triads: 


i 


S 


> 


The  relationship  between  triads  and  scale  degrees  in  estab- 
lishing a  tonality  is  obvious  once  the  triad  is  considered  as  an 
expansion  of  the  root  tone.   Each  degree  of  the  scale  may  be  the 
root  of  a  triad.   The  triad  type  is  of  course  governed  by  the 
scale  (key  signature). 

(Ex.  68) 


I    ii 


iii    IV 


V   vi 


vii°   I 


The  triads  above  are  numbered  with  Roman  Numerals.   Note 
that  the  triads  built  on  scale  degrees  1,  4,  and  5  are  major 
(labeled  with  large  numerals  --  I,„  IV,  and  V);  those  on  scale 
degrees  2,  3,  and  6  are  minor  (labeled  with  small  numerals  -- 

ii,  iii  and  vi)    ;  and  the  one  on  scale  degree  7,  diminished 
(labeled  with  a  small  numeral  and  a  degree  sign  --  vii   ) . 
The  augmented  triad  occurs  on  scale  degree  3  (labeled  III+)  in 
the  harmonic  minor  scale. 
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1The  basic  triads  may  be  obtained  by  building  triads  above  each 
note  of  the  -MC  major"  scale. 

Drill  problems  for  Lesson  19  appear  on  Page  89 


The  following  example  shows  triads  built  on  the  scale  of 
"E*  major". 


Names  have  been  assigned  to  the  different  chords  that  occur 
,  within  a  given  tonality.   This  avoids  the  confusion  that  results 
from  the  over-use  of  numbers. 


The 

I 

is 

called 

the 

TONIC 

chord. 

The 

ii 

is 

called 

the 

SUPERTONIC 

chord. 

The 

iii 

is 

called 

the 

SUBMEDIANT 

chord. 

The 

IV 

is 

called 

the 

SUBDOMINANT 

chord. 

The 

V 

is 

called 

the 

DOMINANT 

chord. 

The 

VI 

.  .  o 

vii 

is 

called 

the 

SUBMEDIANT 

chord. 

The 

is 

called 

the 

LEADING  TONE 

chord. 

,  It  is  the  logical  choice  and  function  of' these  chords  in  music 
that  constitues  the  study  of  harmony . 


Ear  Training. 

1.   At  this  point,  or  perhaps  just  after  the  study  of  the  major 
triad,  the  student  should  concentrate  on  the  study  of  har- 
monic dictation.  The  recognition  of  chords  within  a  tonality, 
and  particularly  the  recognition  and  writing  on  the  staff  of 
chord  patterns  such  asii6  V  I;   I   IV  V  vi ;  etc.,  should 
be  stressed.   It  is  through  the  correlated  study  of  harmony, 
ear  training,  sight  singing,  and  keyboard  that  the  student  can 
best  acquire  musical  literacy. 

Keyboard . 

1.  Play  the  tonic,  subdominant,  or  dominant  triads  (in  root  posi- 
tion) in  any  given  major  key.  For  example:  Play  the  dominant 
of  Bt>  major.      -JL n 

m  w      I 

2.  Play  the  tonic,  subdominant,  or  dominant  triad  in  any  given 
minor  key  (harmonic  form) . 

3.  Play  any  triad  (I,ii,   iii,  IV,  V,vl,vii°)  in  any  given  major 
key. 

4.  Play  any  triad  in  any  given  minor  key. 
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DRILL  PROBLEMS 
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Drill  Problems 


Lesson  1. 


1.  If  "middle  C"  vibrates  256  v.p.s.  how  many  times  per 
second  does  the  "C"  an  octave  higher  vibrate?  

2.  What  would  be  the  frequency  of  vibration  of  the  "C" 
an  octave  below  "middle  C"?  

3.  What  would  be  the  frequency  of  the  "C"  two  octaves 
above  "middle  C"?  

4.  Draw  on  the  staff  only  that  part  of  the  treble  clef 
that  identifies  "G" . 


5.   Draw  that  part  of  the  bass  clef  that  identifies  "F" . 


6.   Write  the  names  under  the  following  notes: 


p= 

p© — 1 

A 

& 

-3- 

0 

0 

— £— 

0 

0 

— a — ' 

J^ 

I pj 

*• 

— 0-J 

vsD    o 

2= 

0 

-$— 

— 0— 

a 

o   . 

—o— 

— 

— &— 

o    ' 

— 3— 

-e- 

Name 
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Drill  Problems 


Lesson  2. 

1.   Rewrite  the  following  notes  in  the  bass  clef  so  that  they  will 
sound  the  same.   (Do  not  use  the  8va  sign.) 


i 


2E 


m      I      1      I      E5S==iHigii^i 


2.   Rewrite  the  following  notes  in  the  treble  clef  so  that  they  will 
sound  the  same.   (Do  not  use  the  8va  sign.) 


3C 


I 


3.   Transpose  (write)  the  following  notes  an  octave  lower.   (Do  not 
use  the  8va  sign.) 


-*v = u „ e 2 ^ —  ■ 

\~f     a        q         a       ff  .  -| 1 — - — | 1 1 1  a  \\ 

-*r 



4.   Transpose  the  following  notes  an  octave  higher.   (Do  not  use  the 
8  va  sign.) 


I  i  i    1 1  i    i    i  ■  i"  i  ■  ^^ 


I 


s 


5.   Rewrite  the  following  notes  using  the  8va  sign  when  the  notes  go 
above  the  staff. 


+     *     ± 


3C 


m 


Name 
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Drill  Problems 


Lesson  3. 


h  J^ite  th?/°llowing  notes  on  the  staff  as  indicated, 
that  the  accidental  is  placed  before  the  note.) 


(Remember 


m 


m 


4         **         8*  f*         D*         0#         E>  ri* 


a"      a1 


2.  Write  the  names  under  the  following  notes.   (Follow  the  example 
above . ) 


WF 


*Q  Eg 


ia: 


to 


»*i*m>«  j  ii 


3.   Write  a  chromatic  scale,  ascending  and  descending,  starting  on  D. 


4.   Write  the  enharmonic  equivalents  of  the  following  notes 
first  is  solved  as  an  example. 


The 


ill 


33: 


te 


K 


S 


xs: 


Name 
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Drill  Problems 


Lesson  4. 

1.   Write  examples  on  the  staff  of  all  the  different  kinds  of  notes, 
Put  flags  on  all  notes  of  shorter  duration  than  the  quarter. 


2. 


3. 


Note:   If  a  note  is  below  the  3rd  line  turn  the  stem  up.  If  it 
is  on  or  above  the  3rd  line  turn  the  stem  down. 

Connect  the  following  groups  of  notes  by  the  use  of  "bars" 
rather  than  flags • 

eighth  notes .  sixteenth  notes. 


\J 

A      a   •  m  m 

* 

fn 

4    * 

\\j 

m.  ft  * 

Note:   The  rule  above  cannot  be  rigidly  followed  when  more  than  one 
note  is  barred  together.   Turn  all  of  the  stems  down  if  most  of 
the  notes  are  above  the  middle  line  and  up  if  most  of  the  notes  are 
below. 

Supply  the  number  that  correctly  completes  the  following  equations. 

A  0  note= J  notes.  A  0   note= J  notes. 

A  #  note- $  notes.  A  Q   note= J)  notes. 

A  q.  note= J  notes.  A  J.  note  = 


i- 


otes . 


4.   Rewrite  the  following  tied  notes  using  dots  in  place  of  ties. 


B 


E 


^ 


5.   Complete  the  following  chart. 


Unit 


1 

A 


Division 


^  ■*  f     * 


^ 


Subdivision 


Name 
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Drill  Problems. 


Lesson  5. 


1. 


Hum  (or- play)  the  following  melodies.   (1)  Mark,  with  only  the 
primary  accents,  those  notes  which  seem  to  demand  the  most  stress, 
and  (2)  place  measure  bars  before-  each  accented  note. 

(a) 


(b) 


(c) 


j  J-  j  g|  H  p  j,  i  J^^ 


tt 


Pi 


*— # 


m*  '  '•■># 


J'.WJ||,M'1  W 


* 


(d) 


$ 


^jjnr^H 


t 


Name 
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Drill  Problems 


Lesson  6. 

1.   Complete  the  following  chart.   The  first  is  solved  as  an 
example . 


Time  Signature 

4 
4 

2 
4 

6 
8 

5 
4 

5 
2 

6 
4 

9 

8 

5 

8 

7 

8 

2 
2 

6 
16 

12 
4 

Number  Beats 
in  Measure 

4 

The  Unit  is 

J 

Time 
Classification 

QS 

2.   Write  the  correct  time  signature  in  each  of  the  following 
measures : 


■^ 


i=g 


22l 


e 


S 


pgBf 


S 


Si 


£ 


3.   Add  the  one  note  which,  will  properly  complete  the  measure 


£ 


a 


n 


m 


s 


g   f    r 


B    !      V 


4. 


Fill  in  the  following  measures  with  appropriate  note:'. 
(Write  melodic  fragments  similar  to  those  in  Exercise  2 
abp've . ) 


5 


5 


Nairn; 
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Drill  Problems 

Lesson  7. 

1.   Write  the  correct  time  signatures  in  each  of  the  following 
measures . 


g=g 


f 


s 


»       i 


m 


i 


1 


f 


t 


i 


t 


*? 


+*++ 


^m 


^m 


m 


2.      Add  the  one  note  which  will  properly  complete  the  measure 


m 


m 


^^ 


V.    a       3 


^ 


^M 


i 


m 


a  #     s 


3.   Pill  in  the  following  measures  with  appropriate  notes    Use 
patterns  discussed  in  this  lesson. 


I 


1 


Name 
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DRILL  PROBLEMS 


Lesson  8. 


1.  Write  several  examples  (on  the  staff)  of  all  different  kinds 
of  rests. 


Whole  Rests 


Half  Rests 


Quarter  Rests 


Eighth  Rests 


i 


Sixteenth  Rests 


Thirty-Second  Rests 


2.   Write  the  correct  time  signature  in  each  of  the  following 
measures . 


F^e; 


IP 


m 


P 


± 


E 


±1 


$=.=* 


P=t 


3.   Add  the  one  rest  which  will  properly  complete  each  of  the 
following  measures . 


4. 


Supply  the  number  that  correctly  completes  the  following 
equations . 


A  ~wmr~  restr_ 
A  _mm-  rest  = 


rests .        A  —rest  r 


A     /•  rest=_ 


i rests.         A    i  rest=_ 
crests.        A   j  rest=_ 


j  res  ts . 
&  rests . 
ft  rests . 


Name 
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Drill  Problems 


Lesson  9. 


1.   Write  major  scales  (ascending  and  descending)  as  indicated. 

Do  not  use  a  key  signature.   The  first  is  solved  as  an  example. 


I 


t 

— &—• 

-Q— 

-4- 

Q 

G  Ma 

jor 
Q 

Q 

f*n 

~a— 

-&— 

— » — i 

A 

m 

H3- 

6 

>* 

— $ 

o 

-0- 

A  Major 


f 


A 

F  Ma 

jor 

\J 

p. 

(l 

Oy 

B  Major 


K 


F#  Major 


XL 

Ab    Major 

y 

»v 

h 

s^y 

A 

EbMa 

jor 

IV 

ft? 

w — 

fc=] 

Bb   M 

a  jor 

- 

4— 

i 

E  Major 


Jg        I        I    I    1    1     1     I     1     1     1= 


A 

D 

Ma  j  oi 

■% 

X 

w — - 

Nam 


e 
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Drill  Problems 


Lesson  10. 


1.   Drill  problem  lc,  Lesson  5,  is  in  the  key  of  D  major 
write  this  with  the  proper  key  and  time  signature. 


2. 


Re- 


Write  the  key  signatures  on  the  staff  as  indicated  and  the 
name  of  the  major  key  below  the  staff.   Use  capital  letters 
to  indicate  major  tonality.   The  "pattern"  of  the  key  signa- 
ture is  the  same  in  the  bass  clef  as  it  is  in  the  treble. 
The  first  problem  is  solved  as  an  example. 

1  sharp      6  sharps      2  flats      5  flats       1  flat 


m         11  11  11  11  11 


2  sharps 


3  flats 


5  sharps 


7  sharps 


7  flats 


P 


3.   Write  major  scales  (ascending  and  descending)  as  indicated. 

Use  a  key  signature.   _  „  . 

C  Major 


»                                                                 1 

G 

Maj 

or 

1 

■ 

■ 

F 

Maj 

or 

D 

Maj 

or 

B> 

Ma 

jor 

II 

1 

( cont Td . ) 

I 

J  a  me? 
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Drill  Problems,  cont'd.  (Lesson  10) 

A   Major 


>*■ ■  ^_^_____ 


Eb    M 


ajor 


E  Major 


Afc>    Major 


B  Major 


D^   Major 


F#   Major 


!■                        M 

-...._  _ . 

u 


»  i r  i  i  « 


G^    Major 

C#    Major 

Cl?    Major 

70 


Name 


Drill  Problems 


Lesson  11. 


1.  In  Ex.  41,  page  25,  the  key  signatures  are  given  for  all  the 
major  keys.   Write  below  the  staff  the  names  of  the  minor 
keys  which  correspond  to  the  signatures  given,  that  is,  the 
relative  minor.   (Use  small  letters  to  denote  minor.) 

2.  Write  the  key  signatures  on  the  staff  as  indicated  and  the 
name  of  the  minor  key  below  the  staff.   Use  small  letters 
for  minor  keys.   The  first  problem  is  solved  as  an  example. 


* 


1  sharp   2  flats 


4  sharps 


3  sharps    4  flats 


3  flats 

6  flats 

2  sharps 

1  flat 

5  flats 

p — | 

3.   Write  pure  minor  scales  (ascending  only)  as  indicated 
key  signature. 


Use 


G  Minor 


E  Minor 

D  Minor 

J 

A  Minor 

ct  Minor 

(Cont'd.)  . 


Name 
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Drill  Problems ,  cont 'd .   (Lesson  11) 

4.   Write  harmonic  minor  scales  (ascending  only)  as  indicated. 
Use  a  key  signature. 


G  Minor 


C  Minor 


F  Minor 


E  Minor 


F#  Minor 


B^  Minor 


C|  Mi 


inor 


B  Minor 


Eb  M 


mor 


.     . 

J 

(Cont'd. ) 


Name 
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Drill  Problems ,  cont  *d .   (Lesson  11 ) 

5.   Write  melodic  minor  scales  ( ascending. and  descending)  as 
indicated.   Use  a  key  signature. 

A  Minor 


D  Minor 


P  Minor 


E  Minor 


Eb  Minor 


F   Minor 


■     ""*•"— 

C#  Minor 

4 

G   Minor 


Name 


7} 


Drill  Problems 


Lesson  12'. 


lm      m?eli.bafiC  triads  considering  the  given  note  as  indicated 
The. first  exercise  is  solved  as  an  example. 


Given 

Root 

3rd 

5th 

c 

eif 

OAJU 

f**- 

e 

S 

\ 

b 

d 

f 

a 

2. 


3. 


4. 
5. 


Spell  the  three  basic  triads  that  are  major. 
(a)  (b)  (c) 


Spell  the  three  basic  triads  that  are  minor. 
(a) (b)  (c)  _ 


Spell  the  one  diminished  basic  triad.  

Does  the  augmented  triad  occur  as  a  basic  triad? 


Name 
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Drill  Problems 


Lesson  13. 


1.   Spell  major  triads.   Consider  the  following  given  notes  as 
1,  3,  and  5.   The  first  is  solved  as  an  example. 


2. 


Given 

Root 

3rd 

5th 

c 

<*? 

b     b 

oxju 

jc^. 

d 

S 

b 

r* 

ei> 

f 

Write  major  triads  on  the  staff, 
given  notes  as  the  fundamental, 
example . 


Consider  the  following 
The  first  is  solved  as  an 


*= 


-5- 


w 


m 


\ 

given 

3.   Write  major  triads.   Consider  the  following  given  notes  as 
the  third.   The  first  is  solved  as  an  example. 


*= 


3" 


rr 


given 


I 


4.   Write  major  triads.   Consider  the  following  given  notes  as 
the  fifth.   The  first  is  solved  as  an  example. 


ie: 


5=^ 


*Z 


£c: 


I 


given 


No'i 
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Drill  Problems 


Lesson  14. 


1.   Spell  minor  triads.   Consider  the  following  given  notes  as 
1,  3,  and  5.   The  first  is  solved  as  an  example. 


I 


Given 

Root 

3rd 

5  th 

c 

txq, 

b     b 

/**, 

f 

J 

^ 

S 

a 

J 

f# 

e 

Write  minor  triads.   Consider  the  following  given  notes  as  the 
fundamental.   The  first  is  solved  as  an  example. 


m 


*¥ 


a: 


* 


& 


d 


given 


3.   Write  minor  triads.   Consider  the  following  given  notes  as 
the  third.   The  first  is  solved  as  an  example. 


i 


£ 


^te 


-9- 


ua: 


3BE 


given 

4.   Write  minor  triads.   Consider  the  following  given  notes  as 
the  fifth.   The  first  is  solved  as  an  example. 


# 


ip 


3^ 


H 


as 


^ 


given 


Name 
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Drill  Problems 


Lesson  15. 


1.   Spell  diminished  triads.   Consider  the  following  given  notes 
as  1,  3,  and  5.   The  first  is  solved  as  an  example. 


Given 

Root 

3rd 

5  th 

c 

b  b 

b 

d 

e 

S 

* 

gf? 

b 

2.   Write  diminished  triads.   Consider  the  following  given  notes 
as  the  fundamental.   The  first  is  solved  as  an  example. 


m 


32: 


m 


I* 


to        #* 


£S 


given 


3.   Write  diminished  triads.   Consider  the  following  given  notes 
as  the  third.   The  first  is  solved  as  an  example. 


4i 


i=n 


M 


4* 


raz 


?-©- 


given 

4.   Write  diminished  triads.   Consider  the  following  given  notes 
as  the  fifth.   The  first  is  solved  as  an  example. 

Q. 


£ 


iac 


m 


tS: 


3: 


j^. 


i 


EC 


given 


Name 


Connecticut 


HI 


Drill  Problems 


Lesson  16. 


1.   Spell  augmented  triads.   Consider  the  following  given  notes 
as  1,  3,  and  5.   The  first  is  solved  as  an  example. 


2. 


Given 

Root 

3rd 

5  th 

d 

M 

V 

eJU 

e 

t 

0 

c 

d> 

a 

b> 

f 

Write  augmented  triads.   Consider  the  following  given  notes 
as  the  fundamental.   The  first  is  solved  as  an  example. 


* 


S 


T& 


W 


given 


3.   Write  augmented  triads.   Consider  the  following  given  notes 
as  the  third.   The  first  is  solved  as  an  example. 


fca: 


given 


4.   Write  augmented  triads.   Consider  the  following  given  notes 
as  the  fifth.   The  first  is  solved  as  an  example. 


i 


^* 


4± 


iter 


m 


s 


given 


(cont'd  . ) 


Name 
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Drill  Problems,  cont'd.   (Lesson  16) 

5.   Name  the  following  triads.  Use  the  abbreviations: 

Major  triad:   Capital  letter.   (Example:   F;  B*  ;  etc.) 
Minor  triad:   Small  letter.  -(Example:  f ;  b  b  ;  etc.) 
Diminished  triad:   Small  letter  with  degree  sign. 


(Example: f 


o 


o 


;  etc  .  ) 


Augmented  triads -Capital  letter  with  plus  sign. 
(Example:   F+  ;  Bb  ;  etc.) 

The  first  is1  solved  as  an  example. 

i 


* 


I 


£8 


n 


*& 


M 


$£ 


l 


5 


% 


* 


f 


5.   Spell  the  triads  indicated.  Consider  the  following  given 
notes  as  the  fundamental  (root) . 


Given  as  1 

Major 

Minor 

Diminished 

Augmented 

c 

d 

t* 

S 

e 

a> 

a* 

e> 

b»     ' 

1 

Name 
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Drill  Problems 


Lesson  17. 


1.   Write  basic  intervals  above  each  note  as  indicated.   The 
first  two  are  solved  as  an  example. 


Primes    2nds    3rds    4ths   5ths    6ths   7ths 


8ve 


Y 

j_A 

/*. 

eP 

Q 

{{J—ZB , 

\J 

— 0 

A 

— e — 

— e— 

0 

-0- 

A     a 

— e — 

n 

— o — 

ft — — 

u_ 

U. 

— o — 

Q 

O 

V           a 

^ 

•h — - — 

— & — 

& 

ft 

-W 

id. 

O 

a 

a 

r\ 

^  , 

%} 

w 

V 

2.   Narae  the  following  intervals  and  classify  as  to  type, 
first  is  solved  as  an  example. 


The 


5 


a 


¥ 


3S 


¥¥ 


±± 


t 


■X&L 


M3 


jfc± 


E* 


t= 


3 


1a£ 


3: 


-o- 


~KJ~ 


SI 


W 


"CT 


3.   Write  harmonic  intervals  above  each  note  as  indicated.   The 
first  is  solved  as  an  example. 


k       0 

5 

0 

-^!£— 

-1° 

9 — 

-Hf* ° — ■£-© — 

M6 


m3 


A4     P4     d5     P8 


m2 


PI 


M3 


D3C 


ta: 


£¥ 


EE 


*= 


BE 


55 


m6 


P5 


M7     d7     A6 


P8 


M2 


M6 


M7 


(cont 'd . ) 


Name 
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Drill  Problems,  cont'd.   (^esson  17) 


4.   Write  harmonic  intervals  below  each  note  as  indicated.   The 
first  is  solved  as  an  example . 

-e — ■  Ifcfc    1    0 bia- 


2C 


$BL 


T&L 


ta 


M6 


P5    M7 


d7    P8 


M2 


m2 


m7 


m3 


rr?  A ^ — 

<  a 

1 1 — e — 1 — © — 1 

A 

#  P 

y-jp  v 

™  ■* 

S 

W       a 

T 

M3 


d5 


A4 


P4 


A5 


m6 


m3 


PI 


P5 


5. 

In  a  major  scale,  what  is  the  interval  from  ]  up  to  5?        ; 
1  up  to  3?        ;  1  up  to  6? 

6. 
7. 

In  a  harmonic  minor  scale  what  is 
5?         ;  1  up  to  3?          ; 

Complete  the  following  statements: 

(a)  A  P  5  inverts  to  a          • 

the  interval  from  1  up  to 
1  up  to  6? 

(f)  A  d  7  inverts  to  a 

(b)  A  M  3  inverts  to  a 

(g)  A  M  7  inverts  to  a 

(c)  A  m  7  inverts  to  a          • 

(d)  A  d  5  inverts  to  a 

(h)  A  M  2  inverts  to  a 

(i)  A  m  2  inverts  to  a 

(e)  A  m  3  inverts  to  a 

(  j)  A  P  4  inverts  to  a, 

8.   Complete  the  following  statements 


(a) 
(b) 
(c) 

(d) 

(e) 


An  A  4  is  enharmonic  with  a 
An  A  5  iS  enharmonic  with  a 
A  m  3  is  enharmonic  with  a 
A  d 
A 


m 


5 

7 


is 
is 


enharmonic 
enharmonic 


with 
with 


a 
a 


9.   Complete  the  following  statements: 


(a) 

In 

the 

major  triad  the  interval  from  1  up  to  3  is  a 

(b) 

In 

the 

major  triad  the  interval  from  1  up  to  5  is  a 

(3) 

In 

the 

major  triad  the  interval  from  3  up  to  5  is  a 

(d) 

In 

the 

minor  triad  the  interval  from  1  up  to  3  is  a 

(e) 

In 

the 

minor  triad  the  interval  from  1  up  to  5  is  a 

(f) 

In 

the 

minor  triad  the  interval  from  3  up  to  5  is  a 

(ft) 

In 

the 

aug.  triad  the  interval  from  1  up  to  5  is  an 

(h) 

In 

the 

dim.  triad  the  interval  from  1  up  to  5  is  a 

Name 
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Drill  Problems 


Lesson  18. 


1.   Write  the  following  triads  in  first  inversion  on  the  staff. 
The  first  is  solved  as  an  example. 


¥f 


¥ 


B> 


a 


f#° 


g    F+" 


C# 


G 


2.   Write  the  following  triads  _in  second  inversion  on  the  staff. 
The  first  is  solved  as  an  example . 


I#    E 


D 


e> 


G   '  F 


3.   Complete  the  following  chords  as  indicated  by  the  "figured 
bass".   The  first  is  s'olved  as  an  example. 


J^_ ; B 

A 

H g      1    o     '     °     ' '  is     '    e     '     B     \t!B     \ 

i 1 — e — u 

6 
4 


6 
4 


4.   Complete  the  following  chords  as  indicated  by  the  "figured 
bass".   The  first  is  solved  as  an  example. 


0 

0 

1—3 — 1 

-in— 

0 

-fr* — i 

a 

L-e — 1 

a 

a 

6 
4 


6 
4 


5.   Complete  the  following  chords  as  indicated  by  the  "figured 
bass".   The  first  two  are  solved  as  an  example. 


►6 
>3 


#5  > 


Hi 


** 


t>4 


b5 


Name 


87 


Drill  Problems 


Lesson  19. 


1.   Show,  as  in  Example  69,  the  triads  which  occur  in  the  key  of 
"C  minor"  (harmonic  form).   Use  a  key  signature.   The  7th 
scale  degree  must  he  raised  whenever  it  occurs.   Label  the 
chords  with  the  Roman  Numeral  which  correctly  shows  the 
triad  type. 


2.   Spell  the  chords  indicated  in  the  chart.   The  first  is  solved 
as  an  example . 


Key 

Tonic 

Subdominant 

Dominant 

F  major 

i**- 

Jty 

"? 

B  major 

C  major 

f  minor-:;- 

D  major 

E  major 

d  minor-* 

g  minor  *- 

Db  major 

#  Use  harmonic  form  of  the  minor. 


3. 

4. 

5. 
6. 


Indicate  with  Roman  Numerals  the  triads  that  are  major  in  major 
tonality,  (a)  (b)  (c)  c 

Indicate  the  triads  that  are  minor  in  major  tonality. 

(a)  (b)   (c)  . 


Indicate  the  triad  that  is  diminished  in  major  tonality 


Indicate  the  triads  that  are  minor  in  minor  tonality  (har- 
monic form).   (a) (b)   . 


(Cont'd.) 


Name 
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Drill  Problems,  cont'd.   (Lesson  19) 


7.  Indicate  the  triads  that  are  major  in  minor  tonality  (har- 
monic form),  (a)  (b)    

8.  Indicate  the  triads  that  are  diminished  In  minor  tonality 
(harmonic  form).   (a)  (b)    . 

9.  Indicate  the  triad  that  is  augmented   in  minor  tonality 
(harmonic  form).   (a)  . 

10.   Write,  on  the  staff,  the  triads  indicated.   (Note  that  the 
key  is  given  for  each  triad.)   The  first  is  solved  as  an 
example..  (Large  letters  refer  to  major  keys,  small  to  minor 
keys . ) 


*  •  o 
a:  ii 


T? 

m 

^V 

7 

C:   ii 
A 

E^:    V 

f; 

V 

F#   ;  I 

Ab:  vi 

d:vii° 

a:  iv 

y 

III 

/_ 

II 

rn 

| 

W 

JL 

G:  iii  Bb;   I    D:  IV 


b:  III4-   e:VI 


F: 


11.   Label  the  following  triads.   The  first  is  solved  as  an  example. 
(Note  that  the  key  is  given  for  each  triad.) 


% 


± 


i  m  m 


m 


F:       IV 


C: 


g: 


c: 


Dfr    : 


n  i  \j  m 


f: 


* 


b: 
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TWO  EXCELLENT  BOOKS  for  the  DEVELOPMENT  OF  SIGHT-READING 


PRACTICAL 


Assoc.  Professor  of  Music,  U.CL.A 


PROGRESSIVE 


PRODUCTIVE 


MUSIC  for  SIGHT-READING 

Ml  familiar  melodies  following  a  fundamental  psychological  approach  to 
the  development  of  intonation  and  to  music  reading.  Acquaintance  with 
these  musical  themes  fosters  appreciation. 

Price  60c 


MORE  MUSIC  for  SIGHT-READING 

95  renowned  melodies  to  provide  more  advanced  reading  in  all  clefs.  Included 
are  phrase-markings,  dynamics,  Italian  musical  terms  and  rests  of  several 
measures  duration. 

Price  60c 


Both  volumes  contain  materials  drawn  from  the  finest  melodic  sources  in  music  literature  and  folk  song,  including  themes  of  Bach,  Beethoven,  Dvorak,  Franck, 
?/ft'  "umP«d,"ck;.  M°2art»  Stravmsky,  Wagner,  etc  The  books  follow  a  logical  sequence  in  the  presentation  of  interval  and  rhythmic  problems.  Care" 
is  taken  to  illustrate  the  frequently  neglected  minutiae  of  notation.  r 

|^^ifil|l^lil1ilW'rl!H^1i^'^^ll'U,LM 

Invaluable  fo  the  Study  of  Modern  Orchestration  and  Composition 

Represented  among  these  published  orchestral  scores  are  excellent  examples  of  modern  technique  and  scoring  by  Morton  Gould  and  Roy  Harris. 
Melodic,  harmonic  and  rhythmic  structure,  contrapuntal  effects  and  an  insight  to  contemporary  styles  are  afforded  in  these  complete,  carefully 
edited  and  legible  scores. 


Full  ORCHESTRAL  SCORES  (Concert  size  9"  x   12") 

ODE  TO  FRIENDSHIP 

by  ROY  HARRIS 2.50 

In  three  short  sections,  utilizing  a  broad  heroic  theme,  folk-like  material  to  a 


SPIRITUALS 

by  MORTON  GOULD 3.50 

Five  Movements:  Proclamation,  Sermon,  A  Little  Bit  of  Sin, 
Protest  and  Jubilee 

"Spirituals"  embraces  the  different  characteristics  of  this  folk  expression. 
Gould  employs  dramatic-religious,  humor  and  dance-like  patterns  as  well  as 
contemporary  rhythmic  examples.  Recorded  by  the  New  York  Philharmonic- 
Symphony  Orchestra  with  Artur  Rodzinski  conducting,  on  Columbia  Records. 
Performing  Time:  Approximately  17  minutes. 

TOCCATA 

by  Freseabaldl.  Trans,  by  Hans  Kindle r 2.00 

This  spacious  composition,  full  of  true  grandeur,  is  recorded  by  Hans  Kindler 
with  the  National  Symphony  Orchestra,  on  Victor  Record  No.  17632. 
Performing  Time:  Approximately  5:30  minutes. 


broad  chorale  for  the  finale.  Performing  Time:   Approximately  5   minutes. 

PROPERTY   OF 

Music  Department 
evening  PiECEllniversity  of  Conn? 

by  ROY  HARRIS 75 

Short  lyrical  tone  poem  emphasizing  the  sonorous  language  of  the  stringed 
instruments. 


Mills  POCKET  Orchestral  Scores  (5V2"  x  8'/4") 


AMERICAN  SALUTE  (based  on 

"When  Johnny  Comes  Marching  Home") 

by  MORTON  GOULD 1 .25 

Morton  Gould  considers  "When  Johnny  Comes  Marching  Home"  one  of  the 
finest  American  marching  tunes,  deep  in  history  and  tradition,  and  uses  it  as 
his  basicj  material  for  "American  Salute."  Recorded  by  Morton  Gould  and 
the  Robin  Hood  Dell  Orchestra,  Columbia  Album  MM  668,  Record  No. 
I12522D;  by  the  Boston  Pops  Orchestra  with  Arthur  Fiedler  directing,  Victor 
'Record  No.  11 -8762 A.  Performing  Time:  Approximately  4:20  minutes. 


LATIN-AMERICAN   SYMPHONETTE 
(American  Symphonette  No.  4) 

by  MORTON  GOULD 2.50 

Four  Movements:  Rhumba,  Tango,  Guaracha  and  Conga 
In  this  symphonette,  Gould  employs  Latin-American  idioms  and  dance  forms. 
It  has  been  recorded  in  its  entirety  by  Jose  Iturbi  and  the  Rochester  Phil- 
harmonic Orchestra,  Victor  Album  M-964;  the  "Guaracha"  movement  has 
been  recorded  by  Leopold  Stokowski  and  his  All-Amcrican  Orchestra,  Columbia 
Record  No.  11713D.  Performing  Time:  Approximately  18:00  minutes. 


THE 


(SUITE  No.    1) 


GREAT  ELOPEMENT 

by  HANDEL-BEECHAM 

Ten  Movements:  The  Pump  Room,  Plot,  The  Linleys,  Hunting 
Dance,  Love  Scene,  Quarrel,  Sarabande,  Beau  Nash,  Minuet  and 
Hornpipe 

Performing  Time:  Approximately  18:00  minutts. 


THE 


(SUITE   No.   2) 


GREAT  ELOPEMENT 
by  HANDEL-BEECHAM 

Seven  Movements:  March,  Madrigal,  Second  Love  Scene,   Weary 
Flunkies,  Serenade,  Intermezzo  and  Gtgue 
Performing  Time:  Approximately  16:00  minutes. 

The  music  is  founded  on  various  numbers  from  Handel's  operas,  all  of  them  felicitously  rescorcd  for  modern  orchestra  by  Sir 
Thomas.   Both  suites  are  recorded  by  Sir  Thomas  Bcecham  and  the  London  Philharmonic  Orchestra  in  Victor  Album  M-109.V 


MILLS  MUSIC,  Inc. 


Jack    Mill) 
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Chicago  4,  III. 


1619  Broadway,  New  York  19,  N.  Y 


Lot   Angolei    14.  Calif. 
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